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“Ich fühle Luft von anderem Planeten." 
 
Stefan George1 
 
 
 
 
 
“Es klingt alles wie aus einer anderen Welt herüber.” 
 
Gustav Mahler2 
 
 
 
 
 
“Une image poétique peut être le germe d’un monde,  
le germe d’un univers imaginé devant la rêverie d’un poète.”  
 
Gaston Bachelard3  
 
 
 
 
 
 
 
 
 
 
                                                
1 Stefan George, Entrückung 1907. in: Gesamt-Ausgabe der Werke. Endgültige Fassung. Georg Bondi, 1931, Vol. 6/7: Der 
siebente Ring, p. 122. 
2 Gustav Mahler, in Herta Blaukopf (ed.), Gustav Mahler Briefe: 1879-1911. Rev. and enl. Ed. Publications of the 
International Gustav Mahler Society, Vienna/Hamburg, 1983, p. 142, letter to Arnolf Berliner of 31 January 1895 quoted in: 
Constantin Floros, Gustav Mahler, The Symphonies, Breitkopf & Härtel, 1985, translated by Vernon & Jutta Wicker, 
Amadeus Press, 1993, p. 51. 
3 Gaston Bachelard, La poétique de la rêverie, Presses Universitaires de France, 1960, p. 1. 
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Abstract 
 
The present doctoral dissertation provides the description of artistic research on Chromatic Interval 
Group serialism (CIG-serialism), a technique developed by the author in 1997. The aim of this 
structurally amotivic technique is to compose music that is highly atonal and dissonant in a systematic 
way. It starts from Reginald Smith Brindle’s idea of “atonal series”, which allegedly maintain a 
constant high degree of atonality. These series consist entirely of what will be called ‘chromatic 
interval croups of order 3’, or CIG-3’s (ordered pitch class sets containing three pitch classes, at least 
two of which are interval class 1 apart). The aim of the present research is to assess Smith Brindle’s 
claim and to find out whether it is possible to adapt the CIG technique in order to enhance the desired 
result of systematic atonality and dissonance. 
 
In Part 1 of the text, after a descrition of the original CIG technique, the concepts of tonality/atonality 
and consonance/dissonance are discussed and (re-)defined in a manner that makes quantification of 
both musical aspects possible. Two formulas—one for the quantification of tonality and one for the 
quantification of prime consonance—are developed. With these formulas, the degree of tonality and 
prime consonance of pitch class sets belonging to any set class can be determined. Methods of tonality 
and consonance analysis of music based on the twelve pitch classes of the chromatic scale are 
subsequently developed. Part 1 culminates in the assessment of CIG-3-serialism and its further 
development into general CIG-serialism. In a general CIG-series, all groups of consecutive pitch 
classes of any size form CIG’s of any order (not just order 3). It is demonstrated that general CIG-
series systematically yield music with the highest constant degrees of atonality and dissonance. 
 
Part 2 of the dissertation covers issues of an aesthetic nature. It introduces the concept of ‘aesthetic 
universe’ of an artist, and defines artistic practice as the expression of ideas belonging to this aesthetic 
universe. The aim of Part 2 is to show that CIG-serialism is the technique that is indispensible to 
express the ideas of what will be called the ‘idiosyncratic part’ of the author’s personal aesthetic 
universe. The formulas developed in Part 1 describe the ‘endophysical laws’ of this aesthetic universe. 
 
Part 3 provides a description and analysis of the artistic output of the present artistic research, the 
seven compositions that together form the ‘Elements Project’. It is the result of the synthesis of Parts 1 
and 2. Part 3 shows how the compositions of the Elements Project are the expression of the 
metaphorical Empedoclian Elements (earth, water, air and fire) of the author’s aesthetic universe. The 
artistic output consists of the following three central orchestral pieces and four ‘complementary’ 
pieces:  
 
Danse de la terre     for orchestra   
Danse de l’eau et de l’air    for orchestra  
Danse du feu      for large orchestra 
Le sourire infini des ondes    for ensemble (9 instruments) 
Un souffle de l’air que respirait le passé  for piano quartet  
A l’image du monde… originel    for piano  
A l’image du monde… double    for piano 
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Preface 
!
When I started my doctoral research at the Orpheus Institute and the University of Leuven in 2009, I 
thought it would be about ‘the systematisation of atonality and dissonance in amotivic serial music 
composition’ and about a serial technique I had been working with for over a decade. Although this 
proved to be the case it turned out that musical theory and compositional technique were only part of 
the game. As time went by it became more and more clear that my research was also about myself, 
about the ‘world’ I live in as a composer; not the physical world that surrounds me, but the cerebral 
world of what I think, what I feel, and who I am. My research turned out to be about what I termed the 
‘aesthetic universe’; about my own aesthetic universe and about aesthetic universes in general; about 
what makes artists the individuals they are; about what artistic practice and artistic research are. The 
initially planned title of my dissertation was therefore degraded to become a subtitle and the project 
became even more ambitious than it was at the start. 
 
Although the most extended part of the present dissertation covers the concepts tonality and 
consonance and their quantification, these concepts have to be understood within the broader theory of 
the aesthetic universe of which the formulas that are developed in the text represent endophysical 
laws. Of course, the research described in the present text is not only about me, because that would 
reduce its relevance considerably. It is not exclusively about my personal technique either. Indeed, 
although the concepts of dissonance and (especially) tonality used in the present dissertation, as well 
as the technique that is assessed and refined in my research, are highly idiosyncratic, they are placed in 
a broader, more general musical and aesthetic context. This becomes apparent in the methods of 
analysis (T-analysis and PC-analysis) developed in Part 1 and in the aesthetic ideas discussed in Part 2. 
Part 3 is the synthesis of the ideas developed in the two preceding parts. 
 
I gladly and proudly express my gratitude to everybody who has contributed to my research and to the 
realisation of this dissertation in one way or another; in the first place to prof. Dr. Mark Delaere, the 
supervisor of my doctoral research, for his expert advise on academic as well as artistic topics; to my 
co-supervisor and colleague composer Luc Van Hove; to my advisors prof. Dr. Raf Cluckers, the late 
Dr. Bob Gilmore, and Luca Francesconi, but also to Marc Erkens, the head of the music department of 
the LUCA School of Arts for his unremitting confidence in me and for giving me the opportunity to 
accomplish a master trajectory at my not-so-youthful age in the run-up to my doctorate; to André 
Laporte, my composition teacher at the Royal Music Conservatory of Brussels, for being one of my 
artistic fathers; to all my artistic research partners-in-crime at the ORCiM and in the docARTES-
programme (Orpheus Institute, Gent), to Peter Dejans, director of the Orpheus Institute, to Dr. 
Kathleen Coessens, Dr. Marcel Cobussen, Dr. Vincent Meelberg, and especially to Dr. Luk Vaes, for 
being an example to me of how artistic research can be at the same time artistically enthralling and 
scientifically rigorous; Thanks to the LUCA (formerly: FAK, Dr. Peter De Graeve) for the scholarship 
that enabled me to dedicate all my time to my research during three years, and to prof. Dr. Gerhard 
Nierhaus of the KunstUni Graz. Thanks also to the performers of the artistic output of my research: 
Filip Rathé and the Spectra Ensemble, Tetra Lyre, Stefan Blunier and the Belgian national Orchestra, 
Simeon Pironkoff and the Anton Webern Symphony Orchestra, pianists Eva Bajic and Jan Michiels, 
and the Goeyvaerts String Trio. Special thanks to Willy Dillen for meticulously reading the aesthetic 
part of the text; to the many friends and colleagues whose names I forget to mention here; and last but 
not least to my wife Johanna and my two daughters, Lotte and Stella, for their eternal patience and 
tolerance during the years that I was physically present in our house, but mentally absent from our 
home when my energy and full attention were claimed by the research of which the present text is the 
written testimony. 
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List of abbreviations and usages 
 
 
 
CIG chromatic interval (class) group 
 
ic interval class 
 
mod modulo 
 
pc pitch class 
 
rev.  revision or revised 
 
RHS rhythmic-harmonic substructure 
 
s.a. without year indication (sine anno) 
 
T tonality (in T-formula, T-analysis, T-graph,…) 
 
PC prime consonance (in PC-formula, PC-analysis, PC-graph,…) 
 
 
 
Forte numbers of set classes (and pc-sets belonging to those classes) are written between square 
brackets (e.g. [6-14]). Whenever a pc-set is called by its (extended) Forte name, it should be 
understood that what is meant is that the pc-set is an instance of the set class with that name. 
 
Pitch class content of pc-sets is written with pitch class numbers between square brackets separated by 
commas (e.g. [0,1,2]). 
 
Interval class sets are written as a list of digits separated by commas between round brackets (e.g. 
(1,3)). 
 
Interval vectors are written as a string of 6 un-separated digits between hooked brackets (e.g. 
<013458>). 
 
Deviations from traditional pc-set theory nomenclature: 
 
- The concept ‘set class’ is used in a slightly different way than is done in Alan 
Forte’s Pitch Class Set Theory: whereas Forte’s set classes are determined by all 
pitch class sets and their inversions with the same prime form, in the present 
dissertation inversions and un-inverted pitch class sets form distinct set classes 
(actually sub-classes of forte’s set classes) whenever they have different prime 
forms. Set class [3-2], for instance, is distinguished from its inversion [3-2i]; 
together they form Forte’s set class [3-2]. 
 
- Numbers for set classes without Forte-numbers: interval classes ([2-1] through [2-
6]), and set classes of cardinality 10 ([10-1] through [10-6]), 11 ([11-1]) and 12 
([12-1]). 
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I opted to always quote in English, as is customary in English academic texts, even when the quoted 
source is originally written in another language (with the exception of the epigraphs). Whenever 
translated quotes occur in the text, the original version is added (in italics) in a footnote, with the 
exception of canonical quotes such as the one by Goethe in chapter 2. 
 
The text features several neologisms (such as ‘amotivic’ and ‘endophysical’) that were necessary for 
want of existing vocabulary. All neologisms that are used as technical concepts are defined or 
explained at first occurrence in the text. 
 
Italicisation appearing in quotations is always that of the original author, except when the indication 
‘[my italics]’ is added. 
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Introduction 
 
 
1. Research questions 
 
The present dissertation is the result of artistic research on the compositional technique I developed in 
1997, which I called Chromatic Interval Group Serialism (CIG-serialsm). The aim of this technique 
was to compose amotivic music that is highly atonal and dissonant in a systematic way. At least that 
was the assumption. The first goal of my research was to confirm the claim that CIG-serialism does 
indeed yield highly atonal and dissonant music in a systematic way. If this confirmation proved to be 
possible, the second goal was to find out whether the technique could be improved in order to obtain 
music that was even more atonal and dissonant. 
 
These envisaged goals generated the research questions of my artistic research. The first central 
research question results from the first goal: ‘Does the technique of CIG-serialism yield highly atonal 
and dissonant music?’ This central question leads to several secondary research questions: ‘What is 
atonality?’ ‘What is dissonance?’ ‘If certain pieces can be called more (ore less) atonal or dissonant 
than others, is it possible to quantify those aspects? How can dissonance and atonality be quantified?’ 
The second goal provokes the second central research question: ‘How can the technique of CIG-
serialism be altered, adapted, or refined in order to achieve an idiom with an even higher degree of 
atonality and dissonance throughout (i.e. resulting in music that is even more atonal and dissonant) 
whilst preserving the idiosyncrasies of my personal style?’ 
!
!
2. Aesthetic incentives 
 
My search for music that is highly atonal and dissonant as well as amotivic is the result of my personal 
aesthetic convictions, which aim at the highest possible degree of aesthetic ‘pureness’. I try to reach 
this goal through a directed choice of idiomatic and stylistic elements aiming at the strongest possible 
coherence of musical materials; this can be done, for instance, by avoiding the blend of tonal and 
atonal elements or by aiming at music that has a constant degree of consonance. 
 
In 1997, I realized that the existing techniques were inadequate for the expression of my idiosyncratic 
aesthetic ideas. A new technique was required; one that reflected the endophysical laws of my 
aesthetic universe more accurately, whilst preserving the idiosyncrasies of my personal style.4 CIG-
serialism seemed to be the outcome of the search for such a technique that was the most suitable and 
workable to achieve my objectives. 
 
Like dodecaphony or tonal harmony, CIG-serialism too is not more than a technique. A technique is a 
tool; it is a procedure necessary to express the ideas of an aesthetic universe. What I want to express in 
my music is not (or at least not merely) a technique. Technical aspects may (and do) belong to the 
aesthetic message I convey, just like grammatical aspects may (and do) belong to the message 
conveyed in a poem; but to reduce a message to the technique used to express it would be an 
undervaluation of the aesthetic value of a work of art.  
 
I am well aware of the fact that the CIG-serialism as a means to obtain technical and idiomatic 
pureness is necessarily limiting my choices as a composer, but in this respect, CIG-serialism does not 
differ from other compositional techniques or idioms, including the tonal ones. Limitation is indeed 
central to any form of composing. A composer can only create a musical structure that can be called a 
‘composition’ by choosing certain elements, and thereby excluding all others. Without making that 
choice, without imposing restrictions, there is no composition, no matter how strict or flexible those 
                                                
4 The concepts of aesthetic universe, aesthetic idea, endophysical law, and related concepts will be amply discussed in Part 2.
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restrictions may be. John Cage's piece 4'33" (from 1952), for instance, is based on only two well-
specified constraints: the duration of the piece and the actions performed (or rather not performed) by 
the performer(s). The piece is limited in time to a duration of exactly four minutes and thirty-three 
seconds—hence the title. In addition, the score just prescribes that the performers do not play their 
instrument throughout the entire three movements of the piece. The performers are therefore, just as is 
the case in any other composition, not entirely free in their actions. Without the presence of these 
restrictions 4'33" could not be called a fully-fledged composition. 
 
Composers of any stylistic or idiomatic predilection—whether tonal or serial or whichever stylistic or 
idiomatic group—pick the elements they want to use and the elements they want to avoid in their 
compositions. The purer they want to keep their idiom, the more stringent and targeted the restrictions 
they impose upon themselves will be. Despite persistent general opinions, the choices made in what is 
traditionally called tonal music, are usually no less restrictive than those of serial composition. Tonal 
music is mostly limited to the local use (during a shorter or longer duration within a piece) of ‘only’ 
seven of the twelve pitch classes of the chromatic scale (the so-called diatonic sets)5, whilst most serial 
techniques exclude no pitch class (sometimes they don’t even limit themselves to those of the 
chromatic scale). In terms of the simultaneous use of the pitch classes (in chord formation) the 
limitations of tonal music are even stricter. Traditional tonal chords are formed exclusively by stacking 
minor and major thirds on top of one another. This limits the tonal composers to only four of the 
nineteen possible triads (the tonal triads) and eight of the forty-three possible four-note chords (the 
seventh chords). Chords containing more than four pitch classes are very rare in tonal music—at least 
until the end of the nineteenth century—since they reduce the perception of tonality and are situated at 
or beyond the border between tonality and atonality. And if, in rare cases, ninth chords occurred in 
tonal music, their use was vigorously restricted for centuries, as is rather painfully illustrated—painful 
to most 21th century musicians at least—by the following example. 
 
When Arnold Schoenberg composed his string sextet Verklärte Nacht op. 4 back in 1899, inversions 
of ninth chords were strictly forbidden and ‘therefore’ nonexistent, as Schoenberg describes in his 
seminal Harmonielehre.6 The Viennese Musikverein refused to programme the sextet because of a 
single inversion of a ninth chord it contains (in the example below, the inverted ninth chord is 
indicated with an asterisk). 
 
 
bars 41 and 42 of Arnold Schoenberg’s Verklärte Nacht Op. 4 
(source: Arnold Schoenberg, Theory of Harmony, p. 346). 
 
 
 
Schoenberg remarked, not without a healthy dose of cynicism: 
 
Only now I understand the objection, at that time beyond my 
comprehension, of that concert society which refused to perform my 
Sextet on account of this chord (its refusal was actually so explained). 
Naturally: inversions of ninth chords just don’t exist; hence no 
                                                
5 The term ‘diatonic set’ is here used in its larger sense including pc-sets of set classes [7-32], [7-34] and [7-35]. 
6 Arnold Schoenberg, Theory of Harmony. translated by Roy E. Carter, Faber & Faber, 1983. 
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performance, either, for how can one perform something that does not 
exist.7 
 
In sixteenth-century music, even tighter restrictions were prevalent than in later tonal music. Josquin 
Desprez and his contemporaries squeezed into a very tight straitjacket of musical restrictions. 
However, this does not diminish the artistic value of their music. On the contrary, Goethe's "In der 
Beschränkung zeigt sich erst der Meister”8 may be regarded as a quality label. This applies to serial 
music as much as to tonal music. To create valuable art with limited resources is an artistic endeavor 
of all time. 
 
The difference between my approach—which may be considered to be part of the ideas of (neo-) 
modernism9—and its more traditional counterpart lies in the fact that, in my idiom based on a serial 
technique, I am consciously exploring aesthetic boundaries in order to expand my aesthetic universe, 
and the possible aesthetic universe of the culture that is willing to adopt my music and the aesthetic 
ideas it expresses. I strive for independence in that area but realize that I can never ignore tradition. 
My choices are necessarily coloured by influences from the culture that I carry with me.10 That does 
not mean that it is impossible to move aesthetic boundaries in an imaginative, personal and meaningful 
way. I just feel no obligation to adopt the artistic restrictions determined by the compositional practice 
of the past unchanged and unchallenged. Such obedience to tradition would be, according to Gustav 
Mahler, mere “sloppiness”11. 
 
In addition to my search for purity, the search for music that forms an organic sounding whole is a 
second major aesthetic endeavour in my practice as a composer. Striving for organic coherence in 
serial composition assumes that the resulting musical works transcend their strictly serial substructure. 
In this respect, I like to compare my approach with the principles of genetics: just as living organisms 
are highly (but not solely) determined by their genetic material, my compositions are highly (but not 
solely) determined by their series. The series not only provides for the pitch material but also directs 
the course of the entire structuring and transforming process leading to a piece of music, comparable 
to the biochemical processes that transform genetic material (the organism’s genotype) into the 
ultimate living organism (its phenotype). But just like living beings transcend their genetic material, 
my compositions (the musical phenotype) are more than the series (the structural genotype) on which 
they are based. In this creative process, which to a large extent is based on intuitive aesthetic 
sensitivity or taste, the serial technique is not more decisive than the way it is implemented. Technique 
and artistic taste cannot be considered separately from each other but should complement each other in 
a constant interaction. Strictly adhering to rules does not guarantee artistically valuable results;  
aesthetic transcendence is un-dispensable. In this respect again, serial techniques are in no way 
different from the techniques used in tonal composition. 
 
The main goal of my quest for an answer to the research questions stated above is to find a way to 
increase the aesthetic pureness and organic coherence of my music. An adaptation of CIG-serialism 
that yields music with the highest possible levels of dissonance and atonality in a systematic way may 
further enhance the rigorousness of my idiom and restrict the gamut of possible choices even more, but 
                                                
7 Arnold Schoenberg, Theory of Harmony, p. 346. 
8 Johann Wolfgang von Goethe, Sämtliche Werke, Jubiläums-Ausgabe in 40 Bänden, Vol. 9. re-edited by Eduard von der 
Hellen, Cotta o. J., 1906, p. 235. The quote literally translates as “It is in restrictions that the master reveals himself”, which 
is more commonly phrased as “less is more”. 
9 Artistic modernism is an aesthetic movement, tendency or conviction that searches for aesthetic innovation, in order to push 
(cultural) aesthetic boundaries. Historically, an idea of progress, improvement and truth has been associated with modernism 
since the Enlightenment; an idea that, in my opinion, no longer seems tenable after postmodernism. That's why I prefer ‘neo-
modernism’ as an epithet for my idiom and style, since it distinguished between the idea of innovation and the idea of 
progress. 
10 Johann Sebastian Bach, Johannes Brahms, Gustav Mahler, Luigi Nono, and Pierre Boulez are amongst the composers that 
probably most influenced my aesthetic thought. 
11 “Tradition ist Schlamperei” Quoted in Kirk Ditzler, Tradition ist "Schlamperei". Gustav Mahler and the Vienna Court 
Opera. in International Review of the Aesthetics and Sociology of Music, Vol. 29, N°1, June 1998, p. 11. Charles Rosen 
phrases it even more strongly: “The name generally given to widely accepted error is tradition” (Charles Rosen, The 
Frontiers of Meaning, Three Informal Lectures on Music. Kahn & Averill, 1994, p.11) [Rosen’s italics]. 
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I am convinced that these restrictions are only of a technical nature, and that my aesthetic possibilities 
and artistic freedom will only be stimulated and intensified. 
 
My serial technique may be cerebral—and even more so when it is made more rigorous—but that does 
not mean the music that results from it is not more than a product of the brain, lacking all expressive 
power and emotion. Serial music is not necessarily less expressive, or no less ‘coming from the heart’ 
than more ‘intuitive’ tonal music. Each composition is a product of cerebral effort. The thought 
processes of composing, irrespective of the style or idiom or the technique used, are partly conscious 
but also escape to some extent conscious control. It is these uncontrolled processes that are said to 
come ‘from the heart’. Both conscious and unconscious cerebral processes provide organic structure, 
coherence, and consistency of a composition.  
 
Besides constrains, structure is a second indispensable cornerstone of composing. Without structure, 
there can be no question of a composition. Igor Stravinsky noted in this context: “Music's exclusive 
function is to structure the flow of time and keep order in it.”12 Strictly designed structure is no 
impediment to expressive power however. Musical expression is a controversial concept. Stravinsky 
claims that music is not able to express anything at all. He writes: 
 
I consider that music is, by its very nature, essentially powerless to 
express anything at all, whether a feeling, an attitude of mind, a 
psychological mood, a phenomenon of nature, etc....Expression has 
never been an inherent property of music. That is by no means the 
purpose of its existence. If, as is nearly always the case, music appears 
to express something, this is only an illusion and not a reality. It is 
simply an additional attribute which, by tacit and inveterate agreement, 
we have lent it, thrust upon it, as a label, a convention - in short, an 
aspect unconsciously or by force of habit, we have come to confuse 
with its essential being.13 
 
On the other hand, if we restrict the term ‘expression’ to ‘emotional expression’—the kind of 
expression Stravinsky was probably referring to14—one could argue that there is no music that is not 
expressive; that all music has the potential to express something. Just like every object of 
communication, whether it is a poem, a statement or a facial expression, music is potentially 
expressive. That expression is subjective, relative and culture-bound. Musical expression is subjective 
because each listener reacts in a different way on the musical stimuli, and the response to these stimuli 
depends on the context in which the music is heard. The expression is relative and culture-specific 
because it depends on the relationship between the listener and the music. This relationship is personal 
and is partly due to the familiarity of the listener with the culture the music belongs to. 
 
!
!
3. Methodological observations and structure of the dissertation 
 
The following text is structured in three parts. Part 1 (Atonality and Dissonance) treats theoretical 
aspects. Part 2 (the Aesthetic Universe) covers aesthetics. Part 3 (the Elements Project) describes the 
artistic output of my research. 
 
                                                
12 Quoted in Géza Szamosi, The Twin Dimensions: Inventing Time and Space, McGraw-Hill, New York, 1986, p. 232. This 
puts Stravinsky in line with Eduard Hanslick who wrote: “The content of music is tonally moving forms.” (Eduard Hanslick, 
On the Musically Beautiful; A Contribution towards the Revision of the Aesthetics of Music, trans. Geoffrey Payzant, Hackett 
Publishing Company, 1986, p. 29). 
13 Igor Stravinsky, An Autobiography, W.W. Norton & Company, 1962, pp. 53-54. 
14 In the broader sense of the term ‘expression’ used in the present text, all art is expression (of ideas belonging to the artist’s 
aesthetic universe). See Part 2. 
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Chapter 1 is a description of the technique of CIG-serialism, based on the exclusive occurrence of 
CIG’s of cardinality 3 in the construction of the series, as it was developed in 1997. It is the starting 
point of the research. After the research questions have been restated in Chapter 2 in the light of the 
ideas delineated in the previous chapter, the concepts of tonality (Chapter 3) and consonance (Chapter 
4) are discussed. First, traditional definitions of both concepts are stated. This is not done in a 
comprehensive manner. The topic is only elaborated for as far as it is relevant in the present context of 
artistic research, and not as a musicological subject. Therefore, the descriptions are at times sketchy. 
The concepts of tonality and consonance are defined in the light of their contrasts atonality and 
dissonance, and are re-defined in such a way that quantification becomes possible. For that purpose, 
formulas to determine the degrees of tonality and (prime) consonance of pitch class sets belonging to 
any set class are developed. On the basis of these formulas, analysis methods are developed that can be 
implemented in any music based on the twelve pitch classes of the chromatic scale in equal 
temperament. 
 
Chapter 5 assesses CIG-serialism, using the formulas constructed in Chapters 3 and 4 as a starting 
point. It will be shown that the initial assumption (that CIG-serialism yields highly atonal and 
dissonant music) stands, but that the result can be enhanced if the technique is further restricted. This 
results in the adapted technique that will be called ‘general-CIG-serialism’, which is based on the use 
of  series that are exclusively constructed with CIG’s of any cardinality (and not just cardinality 3, as 
is the case in the original CIG-technique).  
 
The two chapters of Part 2 (Chapters 6 and 7) cover the aesthetic topics of knowledge and (artistic) 
communication, and introduce the concept of aesthetic universe. In this second part, I show how the 
formulas developed in Part 1 describe the endophysical laws of my personal aesthetic universe, and 
how my technique is the code necessary to express the ideas belonging to the idiosyncratic part of that 
cerebral universe. Part 2 is meant to bridge the gap between the theoretical first part and the ‘artistic’ 
third part, which provides a description of the artistic output of my research. In this third part, I show 
how my music is the expression of the what and the how of my aesthetic universe. 
 
Part 1 will mainly (but not exclusively) be situated on a syntactic level. I will show that the technique 
assessed and developed consists of syntactical rules internal to the procedural knowledge of artistic 
expression. Part 2 belongs predominantly to the semantic sphere. It treats meaning of conceptual 
knowledge and its link with the expressive procedures of aesthetics. Part 3 focuses on the artistic 
synthesis of syntax and semantics; the blending of concepts and mental images of aesthetic procedures 
in the act of artistic creation. 
 
!
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Part 1 
 Atonality and dissonance 
Assessment of an amotivic serial composition technique 
 
 
 
!
Chapter!1.!!! 541CIG!serialism!
!
 
1.1 Genesis of chromatic interval group serialism 
 
1.1.1 Prehistory 
 
In my compositions of the first half of the nineties I resolutely opted for a dissonant and atonal sound 
idiom. This resulted in compositions using predominantly interval class 1 (ic 1) around one or several 
tone centres, presuming that ic 1 is the most dissonant interval. 
 
Monodie for piano solo (1992; second version 1995) is a clear example of this (see Example 1.1). The 
whole piece is based on the central pitch class A in different registers of the piano. Around this central 
note or pitch class I constructed clusters of varying ‘thickness’15, the frequency of occurrence of which 
is based on a Gauss distribution (the thickest clusters being the least frequent). The clusters have an 
ornamental function16, not a structural one; they ornament or embellish the central pitch class.  
 
 
 
 
                                                
15 The thickness of a cluster is the number of notes the cluster is made of. The term ‘cluster around a pc’ is here not used in 
the strict sense where not a single pitch class may be left out inside the cluster interval. In some clusters of Monodie, even the 
central pitch class (A) is absent, as can clearly be seen in the excerpt from Example 1.1. 
16 “The musical arabesque, or rather the idea of ‘ornament’, is the basis of all forms of art” (“l'arabesque musicale’ ou plutôt 
le principe de ‘l'ornement’ est la base de tous les formes d'art”). Claude Debussy, Monsieur Croche et Autres Récits, 2nd  
edition, Gallimard, Paris, 1971, pp. 33-34 [my translation]. 
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Example 1.1: Excerpt from Monodie for piano solo. 
 
 
A similar procedure was used in La couleur du vent for flute solo (1996) (see Example 1.2). The 
central pitch classes in this piece are C and F sharp. My concern at that time was how to justify the use 
of more than one tone centre in order to be able to use more than just ic 1. Which criteria can be 
applied to change from one central tone to the next if those central tones are not a semitone apart? 
Why go from C to F sharp (as in La couleur du vent) and not to F natural or G? How could I introduce 
intervals (or interval classes) that are less dissonant than ic 1 or have stronger tonal connotations (like 
the cadential feeling of perfect fourths and fifths), if I want to obtain highly dissonant and atonal 
music? How could I obtain more melodic variety and still keep my music atonal and dissonant?  
 
 
 
 
Example 1.2: Excerpt from La couleur du vent for flute solo. 
 
 
A first answer to the questions stated above was explored through the use of dodecaphonic series, for 
instance in Tout près de l’eau for mezzo-soprano and alto flute (1995). However, I was unsatisfied 
with this approach because of the discrepancy between the obtained idioms. The ‘central-tone’ 
approach yielded a sonic result that was too different from that of the traditional use of dodecaphonic 
techniques. The former had a more static, stable melodic and harmonic shape than the latter. This 
melodic and harmonic instability was not in accordance with my aesthetic preferences and goals. A 
second objection to the technique of dodecaphony was the fact that dodecaphony does not necessarily 
result in atonal music. The explanation for this claim brings us back to the origins of dodecaphony. 
 
When Arnold Schoenberg developed the dodecaphonic technique in 1921-1922, he was looking for a 
way to organise music independently from the principles of tonality. René Leibowitz wrote in this 
respect: 
 
The twelve-tone technique is an essential discipline within atonality, an 
organization containing structural elements powerful enough to replace 
the tonal system.17 
                                                
17 “La technique de douze sons constitue au sein de ‘l’atonalité’ une discipline indispensable, une organisation contenant des 
éléments structurels suffisamment puissants pour remplacer ceux du système tonal”. René Leibowitz, Introduction à la 
musique de douze sons: Les variations pour orchestre op. 31, d'Arnold Schoenberg, Editions L’Arche, Paris, 1949, p. 27. 
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Schoenberg's pupil Alban Berg, however, showed in practice that, although dodecaphony may be an 
alternative for tonal thinking, it does not necessarily lead to atonal music. Boulez writes that “avoiding 
tonality”18 (or as Leibowitz says: “the suspension of tonal functions”19) was Schoenberg’s first aim, 
but if this is true, Schoenberg seems to have failed since it remains possible to compose music that is 
closely related to tonal music with the dodecaphonic technique, by using sets containing 
predominantly tonal elements—such tonal triads, or diatonic scales—or as a result of the way in which 
the series are treated within the composition. Berg's Violin Concerto (1935) is a striking example: the 
series on which this concerto is based (see Example 1.3) contains several of the mentioned tonal 
elements. 
 
Example 1.3: Series of Alban Berg’s Violin Concerto. 
 
Not only do the triads of g (minor triad, notes 1 to 3), D (major triad, notes 3 to 5), a (minor triad, 
notes 5 to 7), and E (major triad, notes 7 to 9) occur successively in this series, with a clearly 
perceived tonic-dominant relation between the triads of g and D, and between the triads of a and E, but 
on top of that, the first seven notes of the series constitute the complete set of notes of the ascending 
melodic minor scale of g. Similarly, notes 3 through 9 form the set of the ascending melodic minor 
scale of a. In addition, the last four notes belong to a whole-tone scale that allows for the integration of 
the Bach Chorale Es ist genug from the cantata O Ewigkeit, du Donnerwort BWV60 (1723) that starts 
with this whole tone pattern. These elements constitute decisive reasons why Berg’s Violin Concerto 
can be said to be closely related to tonality, although it is basically a dodecaphonic composition. 
 
Dmitri Shostakovitch’s  String Quartet N°13 in B flat major op. 138 (from 1969), as an example of 
tonal use of dodecaphony within a totally different idiom, is based on the series shown below 
(Example 1.4). The series is presented by the viola at the beginning of the quartet.  
 
 
 
Example 1.4: Series of String Quartet N°13 by Dmitri Shostakovitch. 
 
 
In the viola introduction, the series is played in groups of four notes. Because of the positioning of the 
G flat (note 3 in the series) just before F, and as a result of the way it is presented in the quartet, this G 
flat is perceived as an appoggiatura for F. Therefore, the first group of four notes is perceived as a 
minor triad (B flat, D flat, F) with appoggiatura or added sixth (G flat). In the same manner, the second 
group of four notes in the series can be perceived as a diminished triad (A, C, E flat) with appoggiatura 
E (or F flat, note 7 in the series) for E flat. When this second appoggiatura is left out of the picture, the 
remaining first seven notes (from note 1, B flat, to note 8, E flat) constitute the complete set of the key 
of B flat harmonic minor. Therefore, this series is closely related to the tonal system; a fact that is 
amply exploited by Shostakovitch. Not only does the series contain tonal elements—like the series of 
Alban Berg’s Violin Concerto—but the free way in which Shostakovitch treats the material contained 
in the series in the elaboration of the String Quartet—with his explicit predilection for tonal triads, 
                                                
18 Pierre Boulez, Relevés d’apprenti, Editions du Seuil, 1966, p. 16. “…la volonté première de Schönberg qui est “d’éviter” la 
tonalité”. 
19 René Leibowitz, Introduction à la musique de douze sons, p. 112. 
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consonance, and diatonicity—results in music that is much closer to the structural principals of 
classical tonality than to the system envisaged by Arnold Schoenberg. 
 
 
1.1.2 The atonal series 
 
From the examples stated above it is clear that a dodecaphonic series does not automatically result in 
atonal music provided that it contains enough ‘tonal elements’. George Perle calls those elements 
“non-dodecaphonic elements”20. He claims that a set “may be specially constructed to incorporate 
features not normally associated with the twelve-tone system”21. Atonal music can only be obtained if 
those elements are avoided in the construction of the series. In his book Serial Composition22, 
Reginald Smith Brindle describes the construction of what he calls ‘atonal series’. An atonal series, he 
says, is “a series which maintains throughout the same degree of atonality”23. Atonality is, according 
to him, a feature of “music which is not clearly organized by traditional systems, such as the modal 
system, or the major and minor key systems”24. To construct an atonal series, Smith Brindle claims, 
one has to eliminate the following elements in the series: 
 
 • Tonal triads 
 • Whole-tone relationships 
 • Successions of fourths (which produce a cadential effect) 
 • Chromatic chords (such as diminished seventh chords)25 
 
According to Smith Brindle, this can be done if a series is constructed exclusively with the notes of 
what I call chromatic pitch class sets26 (chromatic pc-sets) of order 3. A chromatic pc set of order 3 is 
a pc-set containing three pitch classes, at least two of which are ic 1 apart.27 There are only nine of 
these chromatic pc-sets in prime form (nine chromatic set classes)28 , as shown in Example 1.5 below: 
 
 
 
Example 1.5: Representation of the prime form of all chromatic set classes. 
 
 
According to Smith Brindle, every three successive notes in an atonal series should form a chromatic 
pc-set. He gives the example of Anton Webern’s Symphonie op. 21 (composed in 1928) to illustrate 
this idea. From his opus 17 on, the dodecaphonic series of Webern’s works consisted mainly of 
chromatic pc-sets. The series of the Symphonie op. 21 is entirely constructed with these pc-sets, as is 
shown in Example 1.6. Every three successive pitch classes within the series (pc’s 1 to 3, but also 2 to 
                                                
20 George Perle, Serial Composition and Atonality, An Introduction to the Music of Schoenberg, Berg, and Webern, 
University of Califormia Press, 6th revised edition, 1991, p. 78. 
21 George Perle, Serial Composition and Atonality, p. 78. 
22 Reginald Smith Brindle, Serial Composition, Oxford University Press, 1966. 
23 Reginald Smith Brindle, Serial Composition, p. 12. 
24 Reginald Smith Brindle, Serial Composition, p. 12. 
25 Reginald Smith Brindle, Serial Composition, p. 12. 
26 Smith Brindle uses the term “note-groups of a chromatic nature” and “’atonal’ note groupings” (Reginald Smith Brindle, 
Serial Composition, p. 12). 
27 The first value in the interval vector of a chromatic pc set of order 3 is at least “1”. (The “‘interval vector’ of a pc set is an 
ordered 6-tuple of the multiplicities of intervals [interval classes] 1, 2, 3, 4, 5, 6 in that order” (John Rahn, Basic Atonal 
Theory, Schirmer Books, 1980, p. 100). It indicates how many times each of the six interval classes occurs in the pc set). 
28 The chromatic set classes have Forte numbers [3-1] through [3-5]. The prime form of a pc-set is its standard representation. 
It is the most compact form of the set with pc 0 (pitch class C) as its base. For more details: see a.o. Allen Forte, The 
Structure of Atonal Music, Yale University Press, 1973, pp. 3-5, and Joseph N. Strauss, Introduction to Post-Tonal Theory, 
Pearson Prentice Hall, 3rd edition, 2005, pp. 57-59. In the present text I extend the meaning of prime form to set classes and 
their inversions. 
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4, 3 to 5, etc.) constitute a chromatic pc-set. The series of the Webern’s Symphonie op. 21 is therefore 
an atonal series according to Smith Brindle. 
 
 
Example 1.6: Series of Symphonie op. 21 by Anton Webern. 
 
 
1.1.3 Construction of the series 
 
Since it was my goal to develop a technique that would systematically result in atonal music, starting 
from Reginald Smith Brindle’s claim concerning the construction of atonal series, I looked for a way 
to construct series that, like those of Anton Webern’s later works, only contain chromatic pc sets of 
order 3.  
 
Each of the nine chromatic set classes can be turned into an ordered set in six ways (six permutations). 
I called those ordered sets derived from chromatic set classes of order 3 chromatic interval groups29 
(where ‘group’ stands for ‘ordered set’) or CIG’s.30 Example 1.7 b shows the six CIG’s that can be 
obtained by ordering the notes of the prime form of the chromatic pc-set belonging to set class [3-1] 
shown in Example 1.7 a. Any transposition of these six permutations is an instance of the same CIG. 
In other words, the pitch classes in a CIG are unimportant. What counts is the intervals between the 
three successive pitch classes. Therefore the ordered group is called a chromatic interval group, and 
not an interval pitch (class) group. 
 
 
Example 1.7 a: Chromatic pc-set (belonging to set class) [3-1]. 
 
 
Example 1.7 b: Six permutations of a chromatic pc-set [3-1]. 
 
The fifty-four possible CIG’s resulting from the six permutations of each of the nine prime forms of 
chromatic set classes are shown in prime form in Example 1.8 below.31 
 
                                                
29 More precisely, it should be called a chromatic interval class group. 
30 After the assessment of CIG-serialism in the present dissertation, it will be necessary to specify the order of the CIG, since 
there will appear to be CIG’s of higher order as well. What is called a CIG here will turn out to be a CIG of order 3 (or CIG-
3), a permutation of a chromatic pc set of order 3. 
31 In example 1.8, The CIG’s are represented in their prime form (with pitch class number 0 (C) as their base). We will see 
that—since intervals are what counts in CIG’s and not pc’s—all CIG’s may appear in any transposition. 
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Example 1.8: All 54 CIG’s (chromatic interval groups). 
 
 
 
1.1.4 Dissonance and amotivity 
 
The minor second (ic 1) is the most frequent interval class between consecutive series notes in atonal 
series. The series of Webern’s String Quartet op. 28, for instance, contains six minor seconds (see 
Example 1.11). And when two consecutive notes of the series are not ic 1 apart, the interval class 
between one of these notes and the next note in the series is necessarily ic 1. Ic 1 is therefore 
predominant in atonal series (consisting entirely of CIG’s). Assuming that ic 1 is the most dissonant 
interval—the interval with the highest “degree of dissonance”32, as Smith Brindle calls it—atonal 
series easily allow for the most dissonant sound combinations, and thus yield the most dissonant 
music. A compositional technique based on series that are constructed exclusively with CIG’s 
therefore seems to be appropriate to accomplish my aesthetic goal of atonal and dissonant music.  
 
The dodecaphonic technique—even when restricted to the use of atonal series—didn’t seem to be 
sufficient for my purpose however, because it provides no solution to my concern about the 
justification of melodic intervals other than ic 1. By constructing an atonal dodecaphonic series, I 
would have to choose ten CIG’s from the complete set of fifty-four possible CIG’s. This raised the 
question: Why would I choose certain CIG’s and leave out all the others? I felt the need for criteria to 
justify this choice. If, furthermore, I would use a particular CIG more than once in a series, its 
importance would increase. It would become a structural melodic motive in the series.  
 
Grove’s Dictionary defines a melodic motive as “the shortest subdivision of a [melodic] theme or 
phrase that still maintains its identity as an idea”33. It is the smallest group of notes that allows for 
                                                
32 Reginald Smith Brindle, Serial Composition, p. 36. 
33 William Drabkin, Motif, in Grove Music online, 
www.oxfordmusiconline.com+19221?q=motif&search=quick&source=omo_gmo&pos=1&_start=1#firsthit [last accessed: 
11 March 2013]. Grove’s Dictionary uses the spelling “motif”. I prefer the alternative spelling “motive” which will 
exclusively be used in the present text, except as part of a quote. 
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recognition or identification of or within a piece. Echoing Schoenberg, Anton Webern calls a motive 
“the smallest independent particle of a musical idea”34 that is recognized because it is repeated. 
 
The smallest possible melodic motive consists of three pitch classes, at least two of which are 
instances of different pitch classes. A melodic cell that contains only two pitch classes is a melodic 
interval, which is too small and too common to characterize a piece. Grove’s Dictionary states the 
opening theme of Beethoven’s Sonata in E op. 109 as a case. In this example, a whole bar can be said 
to constitute a motive, rather than the recurring pattern of note pairs, “since [only] the two pairs of 
notes together form an identifiable contour; the two-note members might then be called ‘cells’”35, as 
shown in Example 1.9. 
 
 
 
Example 1.9: Opening theme of Beethoven’s Sonata in E op. 109 
(source: Grove Music online). 
 
 
A melodic figure containing three times the same pitch class is not considered to be a motive either, 
since it lacks ‘identity as an idea’ (it is insufficient to allow for identification of a piece). In the 
example below, cells containing two pitch classes (Example 1.10 a) or three identical pitch classes 
only (Example 1.10 b) cannot be considered as characteristic for a piece. They are not motives. 
Example 1.10 c, on the other hand, shows a genuine melodic motive (containing four pitch classes, 
and two different ones, G and E flat) since the piece it is taken from can easily be identified by it. 
 
 
Example 1.10 a: Interval. 
 
Example 1.10 b: Three identical pc’s in a melodic cell. 
 
Example 1.10 c: Melodic motive from  
Ludwig van Beethoven’s Fifth Symphony in c minor op. 67. 
 
If one would want to write strictly amotivic music, one would have to avoid the repetition of every 
possible melodic motive, even the smallest one consisting of three pitch classes that are not all 
identical. This would limit the number of notes a composition can contain to 1718,36 not counting 
                                                
34 Anton Webern, Der Weg zur Neuen Musik, re-edited by Willi Reich, Universal Edition, 1960, p.27, translated by Leo 
Black as: The Path to the New Music, Theodore Presser Company, 1963, p. 25, quoted in: Joseph N. Straus, Remaking the 
Past: Musical Modernism and the Influence of Tonal Tradition, Harvard University Press, 1990, p. 39, and in: Edward 
Campbell, Boulez, Music and Pilosophy, Cambridge University Press, 2010, p. 157. 
35 William Drabkin, Motif, in Grove Music online, 
www.oxfordmusiconline.com+19221?q=motif&search=quick&source=omo_gmo&pos=1&_start=1#firsthit [last accessed: 
11 March 2013]. 
36 Counting an ordered pc-set of order 3 with at least two different pc’s as a motive, there are 1716 possible (smallest) 
motives. This is calculated as follows: Let {0,1,2,3,4,5,6,7,8,9,10,11} be the set of all pc’s. It is divided in ordered sets of 
& w wb
& w w w
& w w w wb
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notes immediately repeated more than twice (the melodic motive from Ludwig van Beethoven’s Fifth 
Symphony in Example 1.10 c, for instance, counts for three notes only: two G’s and one E flat). This is 
of course a purely theoretical consideration, because in practice a group of notes is neither perceived 
nor considered as a motive unless its repetition and its function as an ‘identifiable contour’ can be 
perceived, that is, if it ‘maintains its identity as an idea’. Even in ‘motivic’ (or thematic) composition 
not every succession of three notes is perceived or considered as a melodic motive. Only those note 
groups that have been conceived and can be recognized as motives are considered as such. 
 
I call motives that result from the way series are structured structural motives. Dodecaphonic 
series—even atonal ones—may contain structural motives. “Indeed in Webern’s own typical use of the 
row in either three- or four-note self-referential partitions, the ‘motive’ is the substrate of the 
‘theme’”37. The ‘theme’ refers here to the undeniable “’thematic’ […sense of the dodecaphonic 
approach…], characterized by an ordered series of intervals.”38 The atonal series of Webern’s String 
Quartet op. 28, for instance, is based on the well-known BACH-motive. This melodic motive is 
followed by its transposed inversion and transposition, resulting in the motivic series in Example 1.11. 
 
 
Example 1.11: Series of Anton Webern’s String Quartet op. 28, a case of a motivic series. 
 
 
An atonal dodecaphonic series can easily be made strictly amotivic. In order to do this, not even the 
smallest possible motive—a three-note CIG—should occur more than once in the series, as is the case 
in the series of Webern’s Symphonie op. 21, but not in the series of his String Quartet op. 28. 
Transpositions of a CIG are also to be excluded. Notes 9 through 11 in Webern’s String Quartet are a 
transposition of the CIG formed by notes 1 through 3. Therefore, the series is not amotivic. 
 
One may object that strict amotivity is only possible if the three transformations (inversion, retrograde 
and retrograde-inversion) of each CIG (what George Perle calls the “basic cell”)39 are excluded. I take 
this restriction into consideration in the next paragraph.40 Note also that although a series may be 
amotivic, the music that results from it may contain melodic motives, depending on the compositional 
approach of the composer. These motives may be structurally planned, but they may also be the result 
                                                
order 3 containing at least two different pc’s (hereafter called motives). There are 12 possibilities for the pc in the first 
position of the motives: [0 . . ] through [11 . .]  (the dots indicate open positions in the motives). 
To fill in the second position of the motives, two distinct cases have to be considered: 
a) For each of those possibilities, the second pc can be the same as the first only in one way: [0 0 . ] through [11 11 .] 
The third position can be filled in eleven ways for each of those motives (only the pc in position 1 and 2 is excluded). 
In total, there are 12 x 11 = 132 possible motives. 
b) Added to this are the motives in which the second pc is different from the first. This is possible in 12 x 11 = 132 ways 
(variations of 12 elements in 2 positions). In each of those motives, the third pc can be any of the 12 pc’s. In total 12 x 11 x 
12 = 1584 possible motives. 
Adding the number of motives in a and b, there are 132 + 1584 = 1716 possible smallest melodic motives. 
Since strictly speaking (and in theory only), any three successive notes in a piece (discarding notes repeated more than twice) 
can be considered to form a ‘smallest motive’, the number of notes in an amotivic piece (again not counting notes repeated 
more than twice) is limited to 1718 (notes 1 through 3 are the first smallest motive, note 2 through 4 the next, note 3 through 
5 the next, and so on. The 1716th and last possible smallest motive contains notes 1716, 1717 and 1718 of the piece. A 1719th 
note would repeat a smallest motive between notes 1717, 1718 and 1719). 
37 Jonathan Dunsby, Thematic and Motivic analysis, in Thomas Christensen (ed.), The Cambridge History of Western Music 
Theory, Cambridge University Press, 2002, p. 910. 
38 Jonathan Dunsby, Thematic and Motivic analysis,  p. 910. 
39 George Perle, Serial Composition and Atonality, An Introduction to the Music of Schoenberg, Berg, and Webern, 
University of Califormia Press, 6th revised edition, 1991, pp. 9-10.. 
40 Contour transformation is also not taken into consideration, since it has no structural function in the construction of the 
series. On contour transformation see Edward Pearsall & John W. Schaffer, Shape/Interval Contours and Their Ordered 
Transformations: A Motivic Approach to Twentieth-Century Music Analysis and Aural Skills, in College Music Symposium, 
45, 2005, pp. 57-80. 
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of contingency, much like clouds that may resemble existing objects to us without being conceived 
that way. 
 
Amotivity of a dodecaphonic series alone doesn’t solve the problem of the justification of melodic 
intervals. It provides no criterion of choice. It leaves the question why to choose ten particular CIG’s 
and leave out all the others unanswered. By including every possible CIG in a series—which is then 
no longer a dodecaphonic series, of course—one not only avoids certain CIG’s (the ones in the series) 
to be more important than others (the ones left out), but one avoids the problem of choice altogether. It 
also provides a justification to include the transformations of CIG’s mentioned above. 
 
Finally, in order not to distinguish between the first and last CIG in the series on the one hand, and the 
other ones in between on the other, I determined that the series of my technique should be ‘closed’. 
This means they have a ring structure, they bite their own tail, the last notes of the series form a CIG 
(one that does not occur elsewhere in the series) together with the first notes (notes 53, 54 with note 1, 
and note 54 with notes 1 and 2).  
 
My search for a technique that allowed for an atonal, dissonant, and (structurally) amotivic idiom, and 
that at the same time solved the problem of melodic interval justification, thus resulted in 1997 in the 
construction of 54-CIG-series, or CIG-series in short. I named the technique based on these 
series chromatic interval group serialism, or CIG-serialism.  
 
The features of a CIG-series are: 
 
 • It consists exclusively of CIG’s, regardless of transposition (making it atonal and dissonant). 
 • Every CIG occurs exactly once (making the series structurally amotivic). 
 • The series is ‘closed’. 
 
An example of a 54-CIG series is shown below (Example 1.12). It is the series of my piece Comme un 
flocon de neige for flute and ensemble (2007). As can be seen, notes 1 to 3 in this series constitute a 
CIG. Notes 2 to 4 are different CIG. Notes 3 to 5 another one that did not occur before, and so on until 
the end of the series (notes 52 to 54). Notes 53-54-1 and 54-1-2 constitute the two remaining CIG’s 
that did not occur in the series before. 
 
 
 
Example 1.12: Series of Comme un flocon de neige. 
 
 
1.1.5 Constructing a rhythmic harmonic substructure 
 
According to the assumptions made by Reginald Smith Brindle about the construction of atonal series, 
and assuming that ic 1 is the most dissonant interval, the CIG-series should be an adequate basis for 
my aspiration to compose atonal and dissonant music that allows for a justification of musical 
intervals different from ic 1. To preserve my personal idiom of non-tonal central pitch classes that 
characterised my compositions before 1997, I worked out a system that turns the series into a frame of 
rhythmic cells attached to every note of the series. I called this frame the rhythmic-harmonic 
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substructure (hereafter called RHS) of the piece. The repeated pitch classes within a rhythmic cell 
allow for central pitch classes. The RHS provides an intermediate step between series and score in the 
process of composition. The procedure of transformation from series to RHS is tailor-made for every 
piece, but always based on the interval class content of the series. The interval class content of a series 
is the number information provided by the interval classes between the pitch classes in the series.  
 
Example 1.13 a below shows the unordered interval classes41 between notes 54 and 1 (unordered ic 3), 
and between notes 1 and 2 (unordered ic 1) of the series of my piece Comme un flocon de neige for 
flute and ensemble (from 2007).42 Example 1.13 b shows the unordered interval class content between 
the first five notes of the same series. 
 
 
 
Example 1.13a: Notes 54-1-2 of Comme un flocon de neige with interval class content . 
 
 
 
Example 1.13b: First five notes of Comme un flocon de neige with interval class content . 
 
 
As a first step in the construction of a RHS, I determine the number of note lengths in the rhythmic 
cells attached to every note in the RHS. In the case of Comme un flocon de neige, this was done by 
adding the unordered interval class content of the intervals just before and just after the series note in 
question. Note 1 of the series of Comme un flocon de neige (A flat) is preceded43 by note 54 (B) and 
followed by note 2 (G). The unordered interval class content of the interval between notes 54 and 1 (B 
and A flat) is three semitones, and between note 1 and 2 (A flat and G) one semitone.44 Adding up 
interval class contents (3+1) results in 4, the number of note lengths for the rhythmic cell attached to 
note 1 in the series is therefore four. The same procedure is applied to the whole series (notes 2 and 3: 
seven note lengths, note 4: three note lengths, etc. as can be deduced from example 1.13b). 
 
To determine the duration (note length) of every note in the rhythmic cell, as the second step in the 
construction of a RHS, other formulas based on the interval class content of the series are used. In the 
                                                
41 An ordered interval class is the number of semitones between two pitch classes, taking into account whether the interval 
class is ascending or descending, indicated by a + or - sign respectively (e.g. an ascending ic 1 has value +1, a descending ic 
1 has value -1). An unordered interval class is the absolute value of the ordered interval class (e.g. 1 for both ascending and 
descending ic 1). Note that Joseph Straus doesn’t distinguish between ordered and unordered interval classes, although he 
does so between ordered and unordered pitch intervals and pitch-class intervals (see: Joseph N. Strauss, Introduction to Post-
Tonal Theory, Pearson Prentice Hall, 3rd edition, 2005, pp. 8-11). 
42 An extended example of how the RHS of Le sourire infini des ondes for ensemble was constructed will be given in the 
description of artistic output. 
43 Since an CIG-series is closed, it has no real first or last note. Any note in the series can be the first. Therefore the first note 
can be said to be preceded by the last note of the series. 
44 In the case of Comme un flocon de neige, unordered interval classes are used. In other pieces, such as A l’image du 
monde…originel (see Part 3), the direction of (ordered) interval classes is relevant. 
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case of Comme un flocon de neige, the durations were determined as follows: for note 1—which has a 
rhythmic cell with four notes, as we have seen—the first four values in the series of unordered interval 
class content starting at the interval to the right of note 1 are used (see example 1.13b). Those values 
are: 
 
1 6 1 2 
 
The values for note 2 start from the next value in the series (the interval class between note 5 and 6) 
and continue to the right, etc. When the end of the series of ordered interval classes is reached, the 
series starts over from the beginning. Again, as is the case for the series, there is no real beginning or 
end to the series of interval class content. 
 
To attach note lengths to the strings of numerical values thus obtained, first a ‘length unit’ or 
‘augmentation’ is determined for every note of the series. This augmentation is the note length 
corresponding to note length value 1, the length unit, varying between demi-semiquaver and dotted 
quaver, as indicated in the column under “1” in the rhythm chart below (Example 1.14). I could 
change this rhythm chart for every piece (adding quintuplets for instance), but to date I did not feel the 
need for this change, so I used the same rhythmic chart for all my pieces since 1997, with the 
exception of the first piece written with the CIG-technique (Les racines du monde for piano (1998)). 
 
Example 1.14: Rhythm chart used to determine note lengths in the rhythmic cells of a RHS. 
 
 
In the case of Comme un flocon de neige45, the value used for augmentations is the same as the value 
for the number of notes in the rhythmic cell (modulo 6)46. The rhythmic cell of note 1 has therefore 
augmentation 4 (3 + 1); note 2 and 3 have augmentation 1 (7 = 1 (mod6)), etc. 
 
Knowing that the rhythmic cell of note 1 contains four note lengths (1, 6, 1 and 2) in augmentation 4 
(1= triplet quaver, 2 = triplet crotchet, etc.), the rhythmic cell for note 1 is as shown in Example 1.15. 
                                                
45 For other pieces, other formulas may be applied. 
46 Since there are only six augmentations, values higher than 6 are “reduced” to lower values modulo 6 (7 becomes 1, 8 
becomes 2, …, 13 is again “reduced” to 1, 14 to 2, …). 
 34 
 
 
Example 1.15: Rhythmic cell for note 1 of the series of Comme un flocon de neige. 
 
 
After determining rhythmic cells for all series notes, the cells are placed in a metric frame, the RHS of 
the piece. This can also be done according to strict formulas (as is done in Es träumte mir... for for 6-
part male choir (from 1998), in the string trio Etoiles peintes (2000) and in other pieces)47, but in the 
case of Comme un flocon de neige, Les racines du monde, and several other of my compositions, this 
was done freely, aiming at a balanced rhythmic structure. The first six bars of the RHS of Comme un 
flocon de neige are shown in Example 1.16. 
 
 
 
Example 1.16: Bar 1-6 of the RHS of Comme un flocon de neige. 
 
 
 
1.1.6 Turning the rhythmic-harmonic substructure into a surface structure 
 
Once the RHS of a piece has been determined, the composition of the final score can begin, turning 
the RHS into the surface structure of the piece. In this process, artistic creativity prevails over 
structural strictness and rigor. Still this process is performed according to some well-determined rules. 
Every note occuring in the RHS should also occur in the score at the corresponding place in the RHS. 
The first note of Comme un flocon de neige, for instance, should be an A flat, since it is the first note 
in the RHS. The instrumentation, pitch, instrumental technique, etc. used are usually under the 
composer’s control however—but not necessarily, as in the case of the cantata Close my willing eyes 
for three sopranos and ensemble (from 1999) . 
 
Example 1.17 a shows the first two bars of the RHS of Le sourire infini des ondes for ensemble 
(2009), a piece that will be discussed in greater detail in the description of artistic output (see Part 3). 
The RHS contains three transpositions of the same form of the series (I, II and III) a semi-tone apart, 
with different rhythmic cells attached to them. Example 1.17 b shows the score generated from the 
RHS for the same two bars. 
 
The RHS starts with three notes: B, B flat and A. Those pitch classes also occur on the first beat of the 
score (B is played by the bass clarinet, B flat by the horn, and A by the cello, and all three pitch classes 
occur in the piano part).  
 
 
                                                
47 For an example of systematic distribution of rhythmic cells in the RHS, see the analysis of Le sourire infini des ondes in 
Part 3. 
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Example 1.17 a: First two bars of the RHS of Le sourire infini des ondes for ensemble. 
 
 
 
Example 1.17 b: First two bars of the score (in C) of Le sourire infini des ondes for ensemble. 
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An additional ‘chord rule’ is used to construct chords on any series note at any given moment in a 
piece. The rule states that series notes in a RHS can be accompanied by the series note that 
immediately precedes and/or follows it (the neighbouring notes in the series). In some pieces this rule 
is extended: if a neighbouring note occurs in the chord, the next or previous note in the series may also 
be used, and so on. This way, chords are build that consist entirely of notes belonging to the CIG’s, 
thus preserving the alleged high degrees of atonality and creating dissonance. The range of extension 
of the chords varies from piece to piece or from section to section within a piece according to the 
desired complexity of texture. Chord notes can also be used as grace notes preceding the RHS notes. 
Abundant grace notes have always been part of my style and idiom. 
 
Examples 1.17 a and b above and 1.18 a and b below illustrate the procedure of chord formation 
according to the chord rule. The third beat of the RHS of Le sourire infini des ondes starts with B flat 
and E flat. In the score, the bass flute and piano play B flat and the horn plays E flat on this third beat. 
But there is also a D in the cello, which does not occur in the RHS at that moment. This D is the third 
note in version II of the series (the one starting on B flat) in the RHS, and a neighbouring note of E flat 
in the series (the note following E flat). The addition of D turns the consonant interval B flat – E flat in 
the RHS into a (dissonant) CIG of order 3. Example 1.18 a shows the eight notes surrounding note 2 
(E flat) in version II of the series of Le sourire infini des ondes. Example 1.18 b shows all the possible 
chords that can be constructed on this note containing two to five pitch classes based on the chord rule 
described above. Whether a series note is extended into a chord, and which chord, is determined by 
me. This way I, as a composer, have extra control over the texture and dissonance of the piece at all 
times. 
 
 
 
Example 1.18 a: Eight notes surrounding note 2 (E flat)  
in the second transposition of the series of Le sourire infini des ondes. 
 
 
 
Example 1.18 b: Possible chords up to five pc’s on note 2  
in the second transposition of the series of Le sourire infini des ondes. 
 
 
 
If we compare the excerpt from Les racines du monde (1997) in Example 1.19 below with the excerpt 
from Monodie in Example 1.1, it is clear that, although the pieces are written with a different 
technique, they belong to a similar sound idiom characterized by its ornamented central tones, but, 
whereas Monodie was completely composed around pitch class A, there is more pitch variation in Les 
racines du monde, as was the goal of the development of CIG-serialism. 
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Example 1.19: Bar 31-33 of Les racines du monde for piano solo. 
 
 
As a final remark, a parallel may be drawn between the levels of series, rhythmic-harmonic 
substructure, and score in my CIG-serial technique on the one hand and Schenker’s idea of strata48 or 
structural levels49 on the other. The series would then correspond to Schenker’s “background” the 
rhythmic-harmonic substructure to his “middleground” and the score to the idea of “foreground”50. 
 
 
 
1.2 Teleology and mutations 
 
As we have seen, the series lies at the basis of the construction of the RHS, which, in turn, provides 
material for the score. The processes involved happen, as was discussed, according to strictly 
determined rules as well as on the basis of free artistic choice and intuition. In both cases the series 
contains the basic information for the construction of my pieces. It can therefore be compared to the 
genetic material of living organisms, which contains the necessary information for the ‘construction’ 
of the living organisms.51 The series provides the ‘genotype’ of a piece; the score is the ‘phenotype’. 
Strict transformative formulas in combination with artistic choice rule the compositional processes of 
CIG-serialism; physico-chemical laws determine the processes involved in biological processes. 
 
There is an important difference between the processes of CIG-serial composition and genetic biology 
however. Contrary to biologic evolution, CIG-serialism is a teleological process. This means that 
every step in the process can be influenced by the envisaged goal. Even before the construction of 
series, I have an idea in mind of how the piece is going to sound (this sound idea is usually the 
initialising step in the composition process). The construction of the series can therefore depend on the 
envisaged result. At all moments during the compositional process, there is a possibility of feedback 
between the construction of series, RHS and score, in order to obtain the envisaged sonic and narrative 
result. The envisaged result may influence the preceding steps in the process. The envisaged RHS may 
influence the construction of the series or the formulas for the transformation of the series into the 
RHS; the envisaged surface structure influences the construction of series and RHS and the 
transformational rules. The arrows in Example 1.20 show the different processes of CIG-serialism. 
The ascending arrows indicated the feedback processes. 
 
                                                
48 See Oswald Jonas (ed.) in Heinrich Schenker, Harmony, Elisabeth Mann Borgese (translator), The University of Chicago 
Press, 1954, p. XXII. 
49 See: Allen Forte & Steven E. Gilbert, Introduction to Schenkerian Analysis, W.W. Norton & Cie., 1982, p. 131. 
50 The background (Hintergrund) constitutes “the contents of a tonal work at the most basic level [represented by the Ursatz 
that] gives rise to more elaborate harmonic-contrapuntal designs. These in turn generate further development, in stages, until 
the final elaboration is reached, which is the piece itself with all its details of rhythm and tempo, dynamics and articulation, 
and scoring. This level is called the foreground of a composition (Vordergrund). Between the extremities of background and 
foreground lies the middleground (Mittelgrund), an area whose scope and complexity is dependent on the size and nature of 
the composition” (Thomas Christensen (ed.), The Cambridge History of Western Music Theory, Cambridge University Press, 
2002, p. 819). 
51 A similar comparison is used by Andrew Mead in his discussion of Milton Babbitt’s music (see: Andrew Mead, An 
Introduction to the Music of Milton Babbitt, Princeton University Press, 1994, p. 7). 
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Example 1.20: Transformational processes in CIG-serialism. 
 
Let us have a look at the construction of the series of Après la pluie for piano and live electronics 
(2008), as an example of these feedback processes. In this piece, the sound of the piano is manipulated 
by live electronics. The level of manipulation evolves during the nine sections of the piece, gradually 
increasing towards section 5, and then decreasing until almost no manipulation is performed in the 
final section (section 9). In order to obtain numerical values that make this arc shape of manipulations 
possible, I constructed a series that has an arc shape, in which all net rising CIG’s occur in the first 
half and net descending intervals in the second half. A net rising CIG is a CIG in which the sum of the 
two ordered interval classes it contains is positive. The first CIG in the series, for instance, constitutes 
of ordered ic -1 an +2 (see Example 1.21). The sum of these ordered interval classes is +1, a positive 
number. The first CIG in the series is therefore a net rising CIG. The second half of the series is 
constructed as the inversion of the first half, which automatically leads to the desired result (the arc 
shape of the series) as can be seen in Example 1.21. Also, the smallest numerical values occur at the 
beginning of the series, gradually increasing towards the end of the first half of the series (note 27). 
 
 
Example 1.21: Series of Après la pluie for piano and live electronics. 
 
 
At all times during the compositional process, I can decide whether I want to abide strictly by the self 
imposed rules or make free adaptations. Since I look upon the series as the genetic material of my 
compositions52, I call the free (sometimes accidental but mostly deliberate) deviations from the rules 
mutations. In the biological processes of construction of new genetic material—the recombination of 
existing material in sexual reproduction—as well as in its transformation, random mistakes occur 
                                                
52 Arnold Schoenberg too “liked to call [the relationship of material at all levels] ‘subcutaneous’—that is, more than skin-
deep—but in fact it is positively molecular. The note-row is, so to speak, the DNA molecule of twelve-tone music: the agent 
which stamps every bar, every theme, every chord, as belonging to a single, unique work.” (Malcolm MacDonald, 
Schoenberg, Oxford University Press, 2008, p. 142). 
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(which are the driving power behind the process of evolution). In the processes of my compositional 
practice, mutations can appear at all levels: in the implementation of the series, in the construction of 
the RHS, as well as in the composition of the surface structure (the score). They are mostly the result 
of artistic considerations, not mere chance (random mistakes), as is the case in biological mutations53. 
In this respect artistic creation differs from biology: artistic mutations can be teleological. 
 
The example below shows a mutation in Les racines du monde for piano solo at the level of RHS 
construction. In this piece, the position of every rhythmic cell in the RHS was not determined by a 
formula, but was the result of my creative search for rhythmic balance. Whenever it seemed 
appropriate, I changed the order of rhythmic cells in the RHS; this implies that a rhythmic cell of a 
series note can start before the rhythmic cell of the previous series note in the RHS. Example 1.22 a 
shows the first nine notes of the series of Les racines du monde. Example 1.22 b shows the opening 
bars of the score of that piece. As can clearly be seen, the first rhythmic cell occuring in the score is 
the cell of the second series note (B flat in the right hand part). The rhythmic cell of note 1 (A) only 
starts in the second bar of the piece (left hand part).  
 
 
 
Example 1.22 a: First nine notes of the series of Les racines du monde for piano solo. 
 
 
Example 1.22 b: First bars of Les racines du monde for piano solo. 
 
 
As a restriction to this mutational process, I allowed swaps of rhythmic cell introduction only if the 
series note of the postponed rhythmic cell is played as a grace note for the first note of the anticipated 
rhythmic cell. In Example 1.22 b, for instance, the first B flat of bar 1 is preceded by a grace note A 
(the series note that is anticipated by the rhythmic cell on B flat). This way, although the order of 
rhythmic cells is not preserved, the series notes themselves are still introduced in the ‘right’ order. 
 
At other times, deviations from the structure yielded by the RHS are introduced if the sounding result 
can be improved by doing so (according to my personal aesthetic judgment as a composer). For 
instance, there was a gap of more than two crotchet beats between bar 148 and 149 in the score of Les 
racines du monde, because of the way the RHS was constructed (see Example 1.23 a). This resulted in 
an interruption of the building up of the climax. To avoid this shortcoming, I left out the two beats of 
rests, as is shown in example 1.23 b, because I judged that leaving out those beats would produce a 
better result. I claim that, at all times, my personal aesthetic judgment is more important than strictness 
of rules in the process of composition. 
 
                                                
53 I restrict the meaning of ‘biological mutations’ to non-artificial biological mutations in the present context. I am leaving 
artificial mutations (as they are produced in genetic manipulation) out of the picture here, although there are striking 
similarities between the processes of ‘genetic’ control in my approach to CIG-serialism and genetic manipulation. 
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Example 1.23 a: Bar 147-149 of Les racines du monde for piano solo, before mutation. 
 
 
 
Example 1.23 b: Bar 147-149 of Les racines du monde for piano solo, after mutation. 
 
 
The distinction between deliberate (conscious) and unintentional (accidental) mutations is not always 
clear. The latter could be called ‘mistakes’, but I see them rather as results of the composition process 
that have the same artistic legitimacy as conscious mutations. Such mistakes, or rather unintentional 
mutations, may occur at all times, including during the transcription of the manuscript to the computer 
version of the score. As long as they do not result in theoretical or physical impossibilities, it is 
exclusively up to my aesthetic judgment whether I correct the mutations or not. Most of the time, 
minor deviations in the surface structure due to unintentional mistakes have no relevant impact on the 
sounding result. As long as the surface structure is in accordance with the way I mentally hear the 
piece, there is no reason to make any changes. Imperfections due to unintentional mutations may even 
add to the aesthetic value of a piece, as is the case with the campanile of Pisa, better known as the 
Leaning tower. Arnold Schoenberg too, was very clear about deviations from technical rules in his 
music (which may arguably have been unintentional), as the following anecdote related by Eugen 
Lehner, violist of the Kolisch Quartet, demonstrates:  
 
Once, we spent a summer with Steuermann and Kolisch, down in the mountains 
in a village, and we analyzed the whole third quartet, bar by bar, note by note and, 
in those nearly thousand bars, to our great satisfaction, we found two places 
where Schoenberg had made a grave mistake. So, as soon as we came to Berlin, 
the first time we went to Schoenberg, we showed it to him. "Is that a misprint?" 
"No, no, that's correct." So we said, "Oh, it's not a misprint, then it's a mistake." 
Then we explained to him and Schoenberg got mad—red in the face! "If I hear an 
F-sharp, I will write an F-sharp; if I hear an F-natural, I will write an F-natural. 
Just because of your stupid theory, are you telling me what I should write?"54 
 
 
1.3!A!note!on!micro1intervals!!
 
The technique of CIG-serialism is based on the use of the twelve pitch classes of the chromatic scale. 
It does not consider micro-intervals. Micro-intervals (quarter-tone sharps and flats and others such as 
listed in Example 1.24 below) do occur in my music however, yet they never have any structural 
function (they are never part of the RHS of a piece). Micro-intervals only have an ornamental or 
colouring function in my music. They always accompany structural notes the way semi-tone intervals 
ornament the central notes in my works prior to 1997, or they fill in semi-tone intervals, as can be seen 
in example 1.25 below, an excerpt from my piece Le sourire infini des ondes for ensemble (2009).  
                                                
54 Eugen Lehner, quoted in Joan Allen Smith (ed.), Schoenberg's Way, in Perspectives of New Music, Vol. 18, N°1/2 
(Autumn, 1979 - Summer, 1980), p. 263. 
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Example 1.24: Notation of micro-intervals in my music. 
!
!
!
Example 1.25: Micro-intervals in Le sourire infini des ondes (bar 33-34). 
!
 
Structural micro-intervals in an idiom that is based on the pitch classes of the chromatic scale (or even 
more so, on the pitch classes of a diatonic scale) in well-tempered tuning may easily be perceived as 
being ‘out of tune’ by listeners who are acquainted with well-tempered tuning. The B quarter-tone flat 
in the highly chromatic melody of Example 1.26 a may be perceived as being either a flat B natural or 
a sharp B flat (or A sharp). The G quarter-tone sharp in the chord of Example 1.26 b may similarly be 
perceived as being sharp (tonally acculturated listeners will probably not interpret the note as a flat A 
flat). In a ‘non-chromatic’ context, this perception disappears if the scales, tuning, or sound 
combinations used deviate enough from the chromatic well-tempered scale, when melody and 
harmony occur in a context predominantly based on intervals that are different from the well-tempered 
chromatic intervals, as is illustrated in Example 1.27 a. The use of micro-intervals in micro-interval 
combination with ‘in-tune’ chromatic intervals in my music is an instance of this approach. In 
Example 1.27 b, listeners do not usually interpret the quarter-tone sharps as ‘out of tune substitutions’ 
for notes belonging to the chromatic scale, as was the case in Example 1.26 b, since the context makes 
it hard or impossible to determined which note is a substitution for which other ‘in tune’ note. 
 
 
Example 1.26: The use of micro-intervals in a chromatic or diatonic context  
as (a) melodic and (b) harmonic intervals. 
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Example 1.27: The use of micro-intervals in a non-chromatic micro-tonal context  
as (a) melodic and (b) harmonic intervals. 
 
 
Extending CIG-serialism to the quarter-tone-chromatic scale with 24 (equal or unequal) quarter-tone 
intervals, or a scale based on another division of the octave, may be an interesting enterprise, but it 
would not be an option in a quest for atonal music. The concept of atonality used in the present 
dissertation is, as will be seen, strictly related to the use of diatonic and chromatic scales. Music that is 
structurally based on other types of octave division would be neither tonal nor atonal, but non-tonal. 
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Chapter!2.!! Restatement!of!the!research!questions!
 
 
The construction of CIG-serialism as a means to obtain an atonal and dissonant musical idiom was 
based on two assumptions: Reginald Smith Brindle’s claim about the construction of what he calls 
‘atonal series’, and on the assumption that ic 1 is the most dissonant interval. Therefore the claim that 
CIG-serialism can yield highly dissonant and atonal music only stands if these assumptions can be 
confirmed, if it is true that ic 1 is the most dissonant harmonic interval, and if it is true that Reginald 
Smith Brindle’s atonal series maintain “throughout the same degree of atonality”55. If an interval is 
said to be ‘the most dissonant’, or to have ‘the highest degree of dissonance’, how should we 
understand the idea of ‘degree of dissonance (or consonance)’? And how should we understand Smith 
Brindle’s idea of ‘degree of atonality (or tonality)’? The phrasing of those ideas suggests that 
consonance and tonality can be quantified, that it is possible to claim that some intervals are more or 
less consonant than others, that music can be more or less tonal. 
 
Therefore, before the research question, whether CIG-serialism results in highly dissonant and atonal 
music, can be answered, some questions about the concepts of tonality and consonance have to be 
answered: Can consonance and tonality be quantified? How do the concepts have to be (re-)defined in 
order to make quantification possible? How, if possible, can tonality and consonance be quantified? Is 
this quantification in accordance with commonly accepted ideas of tonality and consonance? It is only 
possible to speak of ‘degree of consonance’ and ‘degree of tonality’ after this quantification. 
Subsequently, the technique of CIG-serialism will have to be assessed according to this quantification, 
addressing such questions as: Are CIG-series highly atonal and dissonant? And if so, can the technique 
be adapted in order to result in even lower degrees of tonality and consonance? The search for answers 
to these research questions constitutes the structure of Chapters 3 to 5. In Chapter 3, tonality will be 
assessed and quantified; the same procedure will be applied to the concept of consonance in Chapter 4. 
The results will then be used to assess the CIG-technique and adaptations will be made if necessary 
and possible. This will be done in Chapter 5, the final chapter of Part 1. 
 
The highly theoretical questions about tonality, consonance and technique raise further aesthetic 
research questions such as: “what is the link between the developed theory and my artistic practice?” 
or “how is the theory reflected in the resulting compositions?” These additional research questions are 
addressed in Part 2 (Chapters 6 and 7). Part 3, finally, will be the synthesis of theoretical and aesthetic 
consideration; it consists of the description of the artistic output of the research.  
!
!
!
!
!
!
!
!
!
!
!
!
!
                                                
55 Reginald Smith Brindle, Serial Composition, Oxford University Press, 1966, p. 12. 
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Chapter!3.!! Tonality!and!atonality!
 
 
3.1 Introduction and preliminary remarks 
 
Quantifying tonality or atonality is only possible after clearly defining the concepts of ‘tonality’ and 
‘atonality’. Although (and maybe because) tonality is one of the most common concepts in the 
tradition of Western music, its definition leads to a high amount of ambiguity and controversy, as will 
become clear in what follows. Trying to define the concept of tonality is therefore considered to be a 
very ambitious enterprise. Indeed, tonality is a concept that has obtained a wide range of meanings 
over the centuries. “As a music-theoretical term, ‘tonality’ was first used by Alexandre Choron in 
1810 […]”56. Ever since, new connotations have been added to its meaning and different definitions 
have resulted from this. 
 
All definitions are to a certain extent pragmatic (and even arbitrary). They depend on the purpose they 
are meant to serve. The definition of tonality within an atonal context will therefore have to be 
different from the one that is used when one compares, for instance, seventeenth century music with 
modal music, but this is not a problem since there is, as will be seen, no single definition of tonality 
that is generally accepted and applicable to all contexts. Still it is desirable to define tonality in such a 
way that it could apply to the broadest possible field of investigation. To achieve this, a critical 
overview of the defining aspects of the most commonly accepted historical and contemporary concepts 
of tonality is necessary before even trying to attempt ‘redefining’ tonality. The majority of those 
customary definitions can be grouped in five main categories according to the central aspect they are 
based upon: the contrast with modality, the presence of a tonic, (harmonic) functionality and 
hierarchy, perception, and what will be called ‘diatonicity’. Many of the discussed categories of 
definition are overlapping. It is for instance impossible to talk about the presence of a tonic without 
including its hierarchic and functional features. In what follows, each of the defining categories will be 
discussed separately and the concept of atonality will be defined accordingly. The description of 
traditional ‘definitions’ (or descriptions) of tonality will at times be rather sketchy. It is not my 
ambition to provide a comprehensive overview of the concepts in the present dissertation. All 
definitions will be explored exclusively to shed light on the general principles underlying the 
definitions in the light of the present purpose. This will then be followed by the introduction of the 
concept of ‘degree of tonality’ that allows for quantification, and, finally, the construction of a formula 
to calculate the degree of tonality of any pitch class set will be explained. 
 
 
3.2!Customary!definitions!of!tonality!
 
3.2.1 Tonality and modality 
 
A first category of definitions of tonality is based on an idea of tonality that does not take into 
consideration the advent of atonality at the beginning of the twentieth century, and only focuses on the 
contrast between the ‘modal’ idiom used in the Middle Ages and the Renaissance up to the end of the 
sixteenth century on the one hand, and the ‘tonal’ idiom of the era of common-practice between 
                                                
56 Brian Hyer, Tonality, in Thomas Christensen (ed.), The Cambridge History of Western Music Theory, Cambridge 
University Press, 2002, p. 726, referring to Alexandre Choron, Dictionnaire historique des Musiciens Artistes et Amateurs, 
précédé d'un Sommaire de l'Histoire de la Musique, Paris: Valade & Lenormant, 1810. 
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roughly 1600 and 1900.57 Those were the only two recognized idioms in Western Cultural music until 
the end of the nineteenth century. 
 
Medieval and Renaissance music uses the eight so-called medieval modes (hence the name ‘modal 
music’), each with their own ending note (finalis) and reciting tone (tuba). By the eleventh century 
two of those medieval modes had become predominant: the Dorian mode and the Lydian mode. To 
‘soften’ progressions between the finalis (F) and the fourth note (B) of the Lydian mode, the B was 
usually replaced by B-flat (see Example 3.1). “The resulting “Lydian” octave species […] is identical 
to what we would call the major scale”58. Other chromatic alterations “mainly affected the Dorian 
mode, the one closest to our minor mode. For example, there was a rule that a single B between two 
A’s had to be a B-flat.”59 This ‘adjusted’ Dorian mode is identical to the natural minor scale (see 
Example 3.1). 
   
 
 
Example 3.1: ‘Adjusted’ Dorian and Lydian modes. 
 
 
 
Not only did the (adjusted) Lydian and Dorian modes become predominant in the eleventh century, the 
two modes were also used according to the character of the melodies the composers wanted to express: 
the Dorian mode for “penitent” melodies and the Lydian for “exultant” ones.60 This habit evolved into 
the use of major scales for ‘cheerful’ music and minor scales for music with a ‘sad’ character. Thus the 
tonal idiom has its origin in the modal system; “the diatonic scale developed out of the church 
modes”61, as Anton Webern wrote; the former can be interpreted as a historically evolved ‘special 
case’ of the latter, and both systems are therefore essentially of the same nature. Choron calls both of 
them tonal; he “contrasts tonalité moderne with tonalité ecclésiastique”62. This is in line with the view 
of Arnold Schoenberg, who “interpreted the modes as forms of major and minor”63.  
 
In what follows, no distinction will be made between Choron’s tonalité moderne and tonalité 
ecclésiastique. The term tonality will include modality and will refer “to music based on the eight 
modes of Western Church as well as the major-minor complexes of common-practice music”64. 
 
 
                                                
57 Some authors limit the concept of ‘common-practice’ to the eighteenth and nineteenth centuries (see, for instance, Joseph 
N. Straus, Remaking the Past: Musical Modernism and the Influence of Tonal Tradition, Harvard University Press, 1990, p. 
1). 
58 Richard Taruskin, The Oxford History of Western Music, Volume 1: Music from the Earliest Notations to the Sixteenth 
Century, Oxford University Press, 2010, p. 97. 
59 Richard Taruskin, The Oxford History of Western Music, Volume 1, p. 274. 
60 See: Richard Taruskin, The Oxford History of Western Music, Volume 1, p. 96. 
61 Anton Webern, Der Weg zur Neuen Musik, re-edited by Willi Reich, Universal Edition, 1960, p. 25, translated by Leo 
Black as: The Path to the New Music, Theodore Presser Company, 1963, p. 23. 
62 Brian Hyer, Tonality, footnote p. 726. Charles Rosen too includes modal music and defines (the era of ) tonality as “a 
historical system that lasted from about 1500 to 1900” (Charles Rosen, Arnold Schoenberg, University of Chicago Press, 
1975, p. 61). 
63 Clara Steuermann, quoted in Joan Allen Smith (ed.), Schoenberg's Way, in Perspectives of New Music, Vol. 18, N°. 1/2 
(Autumn, 1979 - Summer, 1980), p. 270. 
64 Brian Hyer, Tonality, footnote p. 728. 
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3.2.2 The tonic 
 
A second category of definitions of tonality focuses on the concept of ‘tonic’. Definitions of this 
category are of the form: "In Western music, [tonality is] the organized relationship of tones with 
reference to a definite center, the tonic, and generally to a community of pitch classes, called a scale, 
of which the tonic is the principle tone"65, or: “Tonal phenomena are musical phenomena […] 
arranged or understood in relation to a referential tonic.”66 Oxford English Dictionary defines Tonality 
as “[t]he principle or practice of organizing musical composition around a key note or tonic.” To make 
those definitions clear, it is necessary to define the concept of tonic. What is a tonic? 
 
The tonic is referred to as being the principal or referential67, hence most important note in a piece or 
section of a piece, but it is not immediately clear what this means. What makes the tonic the most 
important note in a piece of music? Certainly it is not the fact that it occurs most frequently in a piece. 
Research by Bret Aarden on the scale-degree distribution based on a large sample (more than 65.000 
notes) of conventional Western tonal melodies has shown that both in major and minor keys it is not 
the tonic but the dominant (fifth scale degree) that has the highest event frequency.68  
  
Some theorists, among them Jean-Philippe Rameau69 and Heinrich Schenker70, base the importance of 
the tonic on the “natural superiority”71 of the perfect fifth interval and the circle of fifths. “The major 
scale” they claim, “is simply taken to be the expression of the (tonal) system’s root tones which have 
obeyed the laws of fifth evolution.”72 The problem here, however, is that the fourth scale degree (F in 
the key of C major) does not occur in the circle of fifths when the tonic is taken as a starting point. The 
circle of fifths starting on C is:  
 
 
C G D A E B F# … 
 
 
 
Therefore, if the circle of fifths were the natural basis for the superiority of the tonic, one would expect 
C major to contain F sharp instead of F natural. This is the case in the Lydian church mode on C, yet 
never is this argument used to claim the ‘natural superiority’ of the Lydian mode or its finalis; or it 
would account for the ‘natural’ hierarchically fundamental superiority of the subdominant (the fourth 
scale degree) instead of the tonic, since C is the subdominant of the major key with F-sharp (G major), 
which again has never been claimed, and rightly so. 
 
Deduction of the diatonic pitch set from the circle of fifths would also be an argument to call the 
Dorian church mode naturally superior to the major scale, or to claim natural superiority—and the 
function of centre of gravity—for the supertonic (D in C major) because of its central position in the 
series: 
                                                
65 Mark Devoto, in Don Michael Randel (ed.). The New Harvard Dictionary of Music. Belknap Press of Harvard University 
Press, 1986, p. 862, [my italics]. 
66 Brian Hyer, Tonality, footnote p. 728, [my italics]. 
67 Dmitri Tymoczko uses the term “centricity” to indicate “the phenomenon whereby a particular pitch is felt as being more 
stable or important than the others” (Dmitri Tymoczko, A Geometry of Music; Harmony and Counterpoint in the Extended 
Common Practice, Oxford University Press, 2011, p. 16). 
68 See: Bret Aarden, Dynamic Melodic Expectancy. Ph.D. dissertation. School of Music, Ohio State University, 2003; in: 
David Huron, Sweet Anticipation, Music and the Psychology of Expectation, MIT press, 2006, p. 148. 
69 See for instance: Jean-Philippe Rameau, Treatise on Harmony, Translated by Philip Gosset, Dover Publications, 1971, pp. 
13-4. 
70 See for instance: Heinrich Schenker, Harmony, edited and annotated by Oswald Jonas, translated by Elisabeth Mann 
Borgese, The University of Chicago Press, 1954, p. 26. 
71 Richard Norton, Tonality in Western Culture, The Pennsylvania State University, 1984, p. 34. 
72 Richard Norton, Tonality in Western Culture, p. 34. 
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Robert Gauldin calls the tonic “the pitch class of greatest centrality, stability and finality in a tonal 
composition”73 and tonality “the broad organization of pitches around the central tonic in a passage or 
piece of music”74. Not only is this a circular definition, it is also unclear why the tonic should be the 
pitch class of greatest centrality, stability and finality. Gauldin uses the carol Joy to the World as an 
example to illustrate his claim. Of course, it is well known what the tone of finality or conclusiveness 
is in this piece. It is the note the phrase ends on, but there is no reason why it could not have been 
another note. Imagine the first half phrase went up a second to D after the ‘final’ C, instead of stopping 
on that C. Especially with an alternative harmonisation like in Example 3.2, this would make D the 
tone of finality or conclusiveness, and the melody would all of a sudden become modal (Dorian). After 
hearing the melody this way a couple of times, it will even sound modal when heard without the 
harmonisation (which was not the case if the melody was known before and heard unharmonized 
without the alternative ending). 
 
 
Example 3.2: First half phrase of Joy to the World  
with different ending and alternative harmonisation. 
 
 
Instead of this alternative ending, another ending on any of the pitch classes of the diatonic set of C 
major could be possible. This leads to the tautological conclusion that the tone of finality or 
conclusiveness can be any tone that concludes the melody, and that, although this tone is most 
commonly the tonic C in the set with all natural pitch classes, there is no reason why C necessarily has 
to be the pitch class of greatest centrality, stability and finality. In other words, being the pitch class 
with those characteristics is not what is usually understood as the tonic (D in Example 3.2 is usually 
not called a tonic, but the finalis in the Dorian mode). Gauldin too rightly remarks that “white-key 
melodies” (melodies using only the white keys of the piano keyboard) may “display a tonic other than 
C”75, as is the case in the church modes. So, any note of the tonal diatonic set (or at least of the major 
diatonic set) may be perceived as a tonic.  
 
Let us take the example of Joy to the World further. At the end of the first phrase of this carol, the C 
would not be conclusive if one would imagine it—and this is possible—as part of a dominant seventh 
chord on A flat, or if the phrase ended one note later on a conclusive D flat (a note that wasn’t even 
heard before), as in Example 3.3. A note has therefore only got great stability or finality if it ends the 
melody and is perceived as such (even if only in the perceiver’s imagination). The definition of 
tonality based on perception will be discussed below. 
 
 
Example 3.3: Alternative ending to the first phrase of Joy to the World. 
                                                
73 Robert Gauldin, Harmonic Practice in Tonal Music, W.W. Norton &Cie, second edition, 2004, p. 33. 
74 Robert Gauldin, Harmonic Practice in Tonal Music, p. 34. 
75 Robert Gauldin, Harmonic Practice in Tonal Music, footnote p. 34. 
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According to the tonic-based definitions, the tonic is a central tone or a reference tone, but not any 
note can count as a tonic. Usually central tones as they occur in some atonal idioms, are not called 
‘tonic’. My own idiom, for instance, is structurally based on the constant use of central tones. My 
piano piece Monodie is, as was mentioned before,76 entirely based on a Gauss distribution of clusters 
around pitch class A, but I call neither this central and gravitational pitch class, nor the other central 
tones occurring in my other pieces, a ‘tonic’ by any definition, and they would even less make my 
music tonal. At least, the central pitch classes in my compositions would not be ‘tonics’ the way the 
concept is generally understood. 
 
What is implicitly assumed in the definitions of tonality is a very specific meaning of the concept of 
tonic. Tonic is generally defined as the “First degree of the major or minor scale.”77 Other definitions 
are formulated in terms of: “In the major–minor tonal system, the main note of a key (also called its 
key note), after which the key is named. […]. In music based on one of the church modes, the function 
of tonic is most closely approached by the FINAL of that mode.”78 
 
So, according to such definitions, a central tone is only called a tonic when it is part of the major-
minor system. The ending note in the medieval modes, for instance, closely approaches the function of 
tonic (according to Grove Music), but is not considered to be a fully-fledged tonic. If the use of major 
and minor scales in the tonal system is not assumed in the definition of tonic, that would make the 
definitions of tonality and tonic circular and meaningless (because it would be applicable to any two 
related concepts), because then, the tonal system would be ‘a system organized around a central tonic’ 
and the tonic would be defined as ‘the central note in the tonal system’. Why was the D flat in 
Example 3.3 perceived as “the pitch class of greatest centrality, stability and finality” by tonally 
trained listeners? Because it is a particular pitch class in a major or minor scale or in a church mode, in 
what I call a tonal diatonic set (or set class)79 or tonal 7-sets80 (the set classes with Forte numbers [7-
32], [7-34] and [7-35])81. Therefore the addition of the major-minor system is a necessary element in 
the definition of tonality based on the occurrence of a tonic. It is the actual defining element within the 
definition. 
 
 
 
3.2.3 Functionality and hierarchy 
 
A third category of definitions of tonality contains those that claim that the tonic is not only a scale 
degree but also a harmonic function. The theory of functionality is a “theory of tonal harmony 
established by Hugo Riemann (1849-1919), who devised the term. The theory is that each chordal 
                                                
76 See Section 1.1.1. 
77 “Tonic” in The Oxford Dictionary of Music (online), [last accessed: 28 November 2009], [my italics]. 
78 “Tonic” in Grove Music Online [last accessed: 28 November 2009], [my italics]. 
79 The term ‘diatonic set (or diatonic pitch collection)’ is here not only used in the restricted sense of “a group of seven pitch 
classes which forms the pattern of adjacent white keys on the piano” (Robert Gauldin, Harmonic Practice in Tonal Music, p. 
33); its sense is also broader than the sense used in Grove’s Dictionary, which states that “[a] seven-note scale is said to be 
diatonic when its octave span is filled by five tones and two semitones, with the semitones maximally separated, for example 
the major scale (T-T-S-T-T-T-S). The natural minor scale and the church modes are also diatonic” (Groves Music Online, 
lemma “Diatonic”, [last accessed: 03 May 2013]). In the present context, the concept of diatonic set refers to any pitch class 
set of seven distinct pitch classes where each of the seven note roots appears exactly once (Note roots are represented by note 
names without accidental. C flat, C natural, and C sharp, for instance, belong to the same the same note root C. A pedal harp 
is tuned in diatonic sets, when no two strings are tuned on the same (enharmonic) pitch class—otherwise the strings of the 
harp do not from a pitch class set of cardinality 7). Another name for diatonic sets in this sense might be ‘heptatonic sets’. 
Tonal diatonic sets are defined as the sets of the major scale and the minor scales. Gauldin’s or Grove’s diatonic set is what I 
call a major tonal diatonic set (including the natural minor scale and the church modes), the set with forte-number [7-35].  
80 The tonic may be defined as the second pitch class (1) in the prime form of the tonal diatonic sets (the prime forms are 
(013568T) for [7-35], (013468T) for [7-34], and (0134689) for [7-32]). 
81 see: Allen Forte, The Structure of Atonal Music, 1977, Yale University Press, pp. 179-181 for a complete list of numbered 
set classes. 
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identity within a tonality can be reduced to one of three harmonic functions—those of tonic, dominant 
and subdominant. Thus, for example, a supertonic chord has the function of a subdominant”82. 
Riemann “proposed that tonic, dominant and subdominant roots are of first importance in expressing a 
tonality.”83 So, functionality is not only a harmonic theory but the concept also applies to chords. 
Every scale degree in major and minor scales has a function but it is only in a harmonic context that 
the three functions become apparent. 
 
A couple of remarks should be made in this respect. First of all, functionality suggests a hierarchical 
structure just like the predominance of the scale degree tonic does. Hierarchy-based definitions of 
tonality state that tonality is a system where pitch classes have different importance (the tonic usually 
being the most important). “When we speak of tonality we are referring to a […] phenomenon […] in 
which the relationships within a collection of tones orient that collection toward some single most 
important tone, the tonic. This phenomenon is hierarchic”84. The hierarchical structure of tonality lies 
at the basis of the idea that “Tonality is above all a language of pitch relationships”85. Hierarchy and 
pitch relationship however do not apply to tonal music alone. Modal music and many atonal idioms 
also possess a hierarchy in their pitch relations. In the adjusted Lydian and Dorian modes, for instance, 
the finalis and tuba are identical to the tonic and dominant of the major and natural minor scales and 
each have a specific function. Note also that dodecaphony, as an example of atonality, lies at the basis 
of idioms where all tones are related to each other, albeit not (necessarily) in a hierarchical way, and it 
is arguable whether this relationship is less essential than tonal relationships. Isn’t pitch relationship an 
aspect of all pitched music? Pitch relationship is after all an important part of the structure of music, 
and structured sound is commonly accepted as a defining feature of music. Tonal functionality is 
therefore only one kind of functionality; one that implies the use of major and minor scales. “Fully 
‘emerged’ tonality embraced a hierarchical system of relation between the tonic triad and the 
remaining six triads of the diatonic scale”86. 
 
Secondly, if functionality emerges from the relation between pitch classes or (tonal) chords it is 
context bound. This means there is no tonality when pitch classes or chords appear isolated. “A single 
pitch, interval, chord, or scalar passage cannot reign as tonic without a musical context that provides 
functional relations sufficient to determine its tonal meaning”87. Full tonality only emerges when the 
three harmonic functions have been heard.88 In the light of this approach, the first 136 bars of 
Wagner’s Rheingold cannot be called tonal since they are based on only one (E-flat major) triad. This, 
of course, is not how the Vorspiel to Das Rheingold is commonly interpreted; not even by people who 
support functionality definitions of tonality. Most tonally acculturated listeners perceive the first 136 
bars of the Vorspiel to Das Rheingold as being tonal, even though they contain only one chord and 
therefore only one tonal function. As will be discussed below, this is because the 136 bars are built 
exclusively with the pitch classes of the tonal diatonic set of E flat major. In Stravinsky’s Sacre du 
Printemps too, it is often hard or impossible to hear all tonal functions because of its “harmonic 
stasis”89, but stasis (e.g. in the Augurs chord) itself is a feature of the tonic function, the function of 
rest and finality. Whenever the Sacre is clearly diatonic, at least a tonic can be perceived. I therefore 
consider the Sacre as tonal when it is diatonic, even though it is not completely functional. Sub-
dominant and dominant functions are often missing and therefore functional harmonic analysis is 
ineffectual or pointless most of the time.90 
                                                
82 Alison Latham (ed.), The Oxford Companion to Music, 2002, Oxford University Press, p. 496. 
83 Alison Latham (ed.), The Oxford Companion to Music, pp. 1280-1. 
84 Lee Humphries, Atonality, Information, and the Politics of Perception, 2000, p. 1, in 
http://www.thinkingapplied.com/tonality_folder/tonality.pdf  [last accessed: 14 July 2010]. 
85 Joel Lester, Analytic Approaches to Twentieth-Century Music, W.W.Norton and company, 1989, p. 4. 
86 Richard Norton, Tonality in Western Culture, The Pennsylvania State University, 1984, p. 24 [my italics]. 
87 Helen Brown, The Interplay of Set Content and Temporal Context in a Functional Theory of Tonality Perception, in Music 
Perception, Vol. 5, N°3, 1988, pp. 245. 
88 Note that when the chords on the first (tonic), fourth (subdominant) and fifth degree (dominant) have sounded, all the pitch 
classes of the tonal 7-sets have sounded. 
89 Jonathan Cross (ed.), The Cambridge Companion to Stravinsky, Cambridge University Press, 2003, p. 88. 
90 For an extended discussion about the tonality or atonality of the Sacre between Allen Forte and Richard Taruskin, see: 
Richard Taruskin, Letter to the Editor from Richard Taruskin, in Music Analysis, Vol. 5, N°. 2/3, 1986, pp. 313-320.  
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Finally, if it is only in a harmonic context that the three functions become apparent, what then to say 
about Bach’s suits for cello solo or other monophonic music? There is no explicit harmony in 
monophonic music. The harmonic context is only present in an implicit way. It is hidden, and it can 
only be ‘imagined’ or ‘supposed’ by the listener? But what then with ‘imagined’ or ‘supposed’ 
harmony in modal music? For a tonally acculturated listener it is almost impossible not to imagine 
functional harmony in pieces like the one in the example below (Example 3.4): 
 
 
 
Example 3.4: Canso Porque Trobar. 
 
 
It is hard not to ‘imagine’ this piece in F major and not to ‘hear’, for instance, the dominant function 
(even the dominant seventh chord) in the second last bar of Example 3.4. So, the melody in this 
example is perceived as functional by tonally acculturated listeners, although it is modal (it is the 
transcription of the medieval Canso Porque Trobar)91. It is indeed possible for a tonally trained (and 
biased) listener to hear the Gregorian hymn Veni Creator Spiritus  in Example 3.5 ending on a 
dominant in C major instead of the hypomixolydian mode (mode VIII).  
 
Example 3.5: Gregorian hymn Veni Creator Spiritus. 
 
 
This suggests that functionality is not intrinsic to a piece of music, but is a feature of perception by 
tonally cultivated listeners; a possible feature not only of tonal music, as contrasted with modal music, 
but of all diatonic music. As Wallace Berry states: 
 
The concept of the hierarchic ordering of pitch content has in one manifestation 
or another served as a basis for musical structure since the earliest stages in 
Western tradition. […] The practice or hierarchic systems of tonal order 
[engenders] the concept of tonality […]. Tonality may thus be broadly conceived 
as a formal system in which pitch content is perceived as functionally related to a 
specific pitch-class or pitch-class-complex of resolution, often pre-established 
and preconditioned, as a basis for structure at some understood level of 
perception. The forgoing definition of tonality is applicable not just to the “tonal 
period” in which the most familiar conventions of tonal function are practiced 
(roughly the eighteenth and the nineteenth centuries), but through earlier modality 
and more recent freer tonal applications as well.92 
 
                                                
91 This example is an excerpt from a larger version appearing in Richard Taruskin, The Oxford History of Western Music, 
Volume 1: Music from the Earliest Notations to the Sixteenth Century, Oxford University Press, 2010, p. 129. 
92 Wallace Berry, Structural Functions in Music, Dover Publications, 1976, p. 27. 
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According to Daniel Harrison the tonal functions “Dominant, Tonic, and Subdominant are harmonic 
labels denoting perceptual impressions”93. Harrison adds that the idea of harmonic function is “elusive 
and equivocal and has been from its origins. The inventor of the term, Hugo Riemann, was never quite 
clear himself about what a harmonic function is, and his confusion inspired many subsequent authors 
to attempt clarifications and refinements that unfortunately, in too many cases, trapped the idea further 
in a sticky web of ambiguity”94. 
 
 
3.2.4 Perception 
 
The end of the previous section leads us to the category of perception-based definitions of tonality. 
The definitions in this category are formulated in terms of: “When we speak of tonality we are 
referring to a perceptual phenomenon”95. Such perception-based definitions of tonality refer to the 
already discussed aspects of relationship, hierarchy and functionality, which all relate to the presence 
of the diatonic scales; yet, they differ from the other definitions in the sense that they see perception as 
a defining element of tonality.  
 
Perception is intentional; it is always the perception of something, something different from the act of 
perception (the Husserlian noesis). If tonality is perception then it is the (subjective) perception of 
something else; some (objective) feature of the music perceived. Tonality cannot be both a feature of 
music and the perception of that feature at the same time. Therefore, in order to avoid confusion and 
misunderstanding, a choice has to be made as to what will be called tonality. In the present context, 
tonality is considered the object, cause or source of perception, so it is not the perception itself, and 
therefore—although tonality may be perceived is a specific way—perception is not part of the 
definition of tonality in the present context. 
 
 
3.2.5 Atonality 
 
Tonality is, as was discussed above, sometimes defined in terms that make the distinction between 
music from the common-practice era (ca. 1600-1900) and music from Middle Ages and the 
Renaissance possible. This distinction is convenient when only these two eras are discussed. It is 
insufficient, however, when music commonly referred to as ‘atonal’ enters the picture. As was 
mentioned in the introduction, the purpose of the present section is to define tonality in such a manner 
that the definition is applicable in an atonal context as well as in a context including Early music. An 
overview of some definitions of atonality is therefore necessary before attempting to define tonality in 
a way that will serve the intended purpose. 
 
Although Arnold Schoenberg’s claim that “The word ‘atonal’ could only signify something entirely 
inconsistent with the nature of tone”96 is etymologically correct, it does not supply a useful definition 
within the context of the present dissertation, because it makes the meaning of the concept ‘atonal’ so 
broad that it includes virtually all music based on the occurrence of tone. 
 
The most suitable definitions of atonality in the present context are formulated in terms of: “Atonality 
[…] literally means ‘without tonality’. What it should mean is ‘without a diatonic concept of 
tonality’”97, or: “’Atonal’ music refers to that music which is not clearly organized by traditional 
                                                
93 Daniel Harrison, Harmonic Function in Chromatic Music, A Renewed Dualist Theory and an Account of its Precedents, 
The University of Chicago Press, 1994, p. 36. 
94 Daniel Harrison, Harmonic Function in Chromatic Music, p. 37. 
95 Lee Humphries, Atonality, Information, and the Politics of Perception, 2000, p. 1, in 
http://www.thinkingapplied.com/tonality_folder/tonality.pdf  [last accessed: 14 July 2010] [my italics]. 
96 Arnold Schönberg, Harmonielehre, Universal Edition, 1911. Translation by Roy E. Carter: Theory of Harmony, Faber & 
Faber, 1983, p. 432. 
97 Ludmila Ulehla, Contemporary Harmony, Advance Music, 1994, p. 484. 
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systems, such as the modal system, or the major and minor key systems”98. Definitions of this kind 
lead to concepts of tonality and atonality as opposites. Again, they refer (explicitly this time) to the 
tonal diatonic sets. Atonality is sometimes defined on the basis of a blatant misconception of what 
atonal music is about. In a radio interview in 1930, Alban Berg said:  
 
[T]he word atonal—I must add, unfortunately—came to stand collectively for 
music of which it was assumed not only that it had no harmonic center (to use 
tonality in Rameau’s sense), but was also devoid of all other musical attributes 
such as melos, rhythm, form in part and whole; so that today the designation as 
good as signifies a music that is no music, and is used to imply the exact opposite 
of what has heretofore been considered music.99 
 
But, he adds, “[e]ven if certain harmonic possibilities are lost through abandonment of major and 
minor, all the other qualities we demand of a true and genuine music still remain”100. Berg claims: “the 
word atonal must be a misnomer for this tendency in music”101, and: “the word ‘atonal’, which is 
equivalent to anti-musical, ugly, uninspired, ill-sounding and destructive.”102 Indeed, even today, the 
term ‘atonal' is still all too often defined in terms of “unattractive”, “incomprehensible”, 
“unstructured”, “meaningless” or simply “ugly” even by (future) professional musicians.103 It should 
be clear that this is by no means the sense in which “atonality” is to be understood in the present 
context. The term is used without a connotation based on aesthetic judgment. It is indeed evidently not 
my intention to compose “anti-musical, ugly, uninspired, ill-sounding or destructive” music. 
 
 
3.2.6 Common-practice 
 
Definitions of he concept of tonality are sometimes restricted to the use of tonality in common-
practice. Common-practice-based definitions do not say what tonality is, but what the general features 
of music belonging to that practice are. Joseph Straus lists six characteristics that define “traditional 
common-practice tonality, the musical language of the Western classical music from roughly the time 
of Bach to roughly the time of Brahms”104:  
 
1. Key. A particular note is defined as the tonic (as in “the key of C [sharp]” or 
“the key of A”) with the remaining notes defined in relation to it. 
2. Key relations. Pieces modulate through a succession of keys, with the keynotes 
often related by perfect fifth, or by major or minor thirds. Pieces end in the key in 
which they begin. 
3. Diatonic scales. The principle scales are the major and the minor scales. 
4. Triads. The basic harmonic structure is a major or minor triad. Seventh chords 
play a secondary role. 
5. Functional harmony. Harmonies generally have a function of a tonic (arrival 
point), dominant (leading to tonic), or predominant (leading to dominant). 
                                                
98 Reginald Smith Brindle, Serial Composition, Oxford University press, 1966, p. 11. 
99 Quoted in Bryan R. Simms, Composers on Modern Musical Culture: An Anthology of Readings on Twentieth-Century 
Music, Wadsworth Publishing Co Inc, 1999, p. 63. See also: Alban Berg, Was ist Atonal?, 23: Eine Wiener Zeitschrift 26/27, 
1936, pp. 1-11, and Alban Berg, Ecrits, Dominique Jameux (ed.), Henri Pousseur, Gisela Tillier & Dennis Collins 
(translators), Christian Bourgois Editeur (Paris), 1985, pp. 52-3 [original italics]. 
100 Quoted in Bryan R. Simms, Composers on Modern Musical Culture, p. 64. 
101 Bryan R. Simms, Composers on Modern Musical Culture, p. 67. 
102 Quoted in Bryan R. Simms, Composers on Modern Musical Culture, p. 68. 
103 Year after year, several of my music analysis students at the LUCA (campus Lemmens, Leuven University) describe 
atonality in these terms in their written assignment on tonality and atonality. 
104 Joseph N. Strauss, Introduction to Post-Tonal Theory, Pearson Prentice Hall, 3rd edition, 2005, p. 130. 
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6. Voice leading. The voice leading follows certain traditional norms, including 
the avoidance of parallel perfect consonances and the resolution of intervals 
defined as dissonant to those defined as consonant.105 
 
 
More recently, Dmitri Tymoczko argued that “five features are present in a wide range of genres, 
Western and non-Western, past and present, and that they jointly contribute to a sense of tonality”106. 
These features are: 
 
1. Conjunct melodic motion. Melodies tent to move by short distances from note 
to note. 
2. Acoustic consonance. Consonant harmonies are preferred to dissonant 
harmonies, and tend to be used at points of musical stability. 
3. Harmonic consistency. The harmonies in a passage of music, whatever they 
may be, tend to be structurally similar to one another. 
4. Limited macroharmony. I use the term “macroharmony” to refer to the total 
collection of notes heard over moderate spans of musical time. Tonal music tends 
to use relatively small macroharmonies, often involving five to eight notes. 
5. Centricity. Over moderate spans of musical time, one note is heard as being 
more prominent than the others, appearing more frequently and serving as a goal 
of musical motion.107 
 
Of the listed features, several have already been addressed: the features of “key” and  “centricity” 
relate to the idea of tonic discussed above, and the feature of “functional harmony” was addressed in 
the discussion of functionality and hierarchy. They belong to more general, not necessarily common-
practice-related definitions of tonality.  
 
“Key relations”, “triads”, and “acoustic consonance” are indeed features of music belonging to music 
of the common-practice, as Straus an Tymoczko rightly claim, but they do not define tonality; that is, 
music does not necessarily cease to be tonal if one or all of those features are absent. Pieces with 
“distant” modulations or piece that end on a different key than the one they started in, for instance, are 
not atonal (or non-tonal) for that reason. As will be discussed later, the concept of tonality and 
consonance are independent and—although it was the case in common-practice—music does not have 
to be highly consonant in order to be tonal. 
 
A similar remark can be made about the feature of “voice leading” or “conjunct melodic motion”. 
Although it is true that common-practice music is characterized by “a preference for conjunct melodic 
motion”108, and although it may be true that it is harder for the human ‘ear’ to perceive melody when 
notes are spread out over larger intervals, this does not entail that deviations from the ‘traditional 
norms’ of voice leading in common-practice music necessarily result in music that cannot be called 
tonal any longer. Irregular resolutions of dissonances in a tonal context too would be just that: 
‘irregular within a tonal context’; they would not necessarily make the context atonal. As to the 
“avoidance of parallel perfect consonances” mentioned by Straus: again it is true that in common-
practice those parallel consonances are avoided (they are even forbidden in academic harmony), the 
presence of parallel perfect fifths and octaves, may be a sign of poor academic tonal harmonisation, it 
doesn’t make chord succession less tonal nevertheless, as the following excerpt from an exercise by a 
beginner student illustrates (see Example 3.6)109. 
 
                                                
105 Joseph N. Strauss, Introduction to Post-Tonal Theory, p. 130, [my italics for reasons of conformity with Tymoczko’s list 
of features]. 
106 Dmitri Tymoczko, A Geometry of Music; Harmony and Counterpoint in the Extended Common Practice, Oxford 
University Press, 2011, p. 4. 
107 Dmitri Tymoczko, A Geometry of Music, p. 4. 
108 Dmitri Tymoczko, A Geometry of Music, p. 5 [original italics]. 
109 This is an excerpt from an actual first harmony exercise of one of my pupils. 
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Example 3.6: Harmonisation with parallel fifths and octaves. 
 
 
Absent in the lists of Straus and Tymoczko are the ideas of characteristic rhythm, stress and meter in 
common-practice music. These are addressed by (a.o.) Fred Lerdahl and Ray Jackendoff in A 
Generative Theory of Tonal Music110, or by Robert Gauldin, who claims that the sense of finality of 
the tonic is reinforced by “(1) the frequent occurrence of [the tonic] through repetition111, (2) the 
frequent placement of [the tonic] on the downbeat, stressing it metrically, (3) the tonal reinforcement 
of [the tonic] by preceding it with [the dominant], producing a perfect 4th up or a perfect 5th down (in 
both cases the root of the interval is [the tonic], and (4) the strong tendency of the [leading tone] to 
resolve upward by half step to the [tonic]”112. Again, these features—at least features 2 through 4—
may indeed determine which note will be perceived as a tonic, but it does not determine whether the 
piece is tonal or not, as long as the piece is mainly based on a tonal diatonic set; they are, in other 
words, no defining features of tonality. Deviations from these traditional norms do not necessarily 
result in atonality. Only the last feature of music belonging to the common-practice occuring in the 
lists above: “diatonic scales” (Straus) and “limited macroharmony” (Tymoczko) are defining features 
of tonal music. 
 
 
 
3.3 Diatonicity and degree of tonality 
 
3.3.1 Diatonicity as a necessary condition for tonality 
 
In all the definitions of tonality discussed above the idea of tonal diatonicism—the feature of music 
with a macroharmony based on a single tonal diatonic scale—played an important role: the concepts of 
tonic, of tonal functionality and hierarchy, and of perception of tonality, were all based on the presence 
of the tonal diatonic set (in the sense defined above). The features of common-practice tonality were 
also based on diatonicism. Diatonicism-based definitions of tonality explicitly state that tonal music is 
music that is determined by the presence of major and minor scales, as was explicitly the case in 
several of the definitions stated above (and implicitly also in Smith Brindle’s definition of atonality as 
the antonym of tonality).113 Diatonicism-based definitions of tonality are sometimes restricted to “[t]he 
major/minor system of pitch organization that has dominated Western music since the 16th century 
([and that] contrasts with modality and atonality)”114, but sometimes also include “music based on, 
among other theoretical structures, the eight ecclesiastical modes of medieval and Renaissance 
liturgical music”115. In the present context, the concept of tonality is used in a combination of both 
senses, including modality but contrasting with atonality. 
 
                                                
110 See Fred Lerdahl & Ray Jackendoff, A Generative Theory of Tonal Music, MIT Press, 1983. The “Well-Formedness 
Rules” developed in this book correspond to the traditional norms of tonal perception of common-practice music. 
111 As was discussed above, this claim was refuted by Bret Aarden. 
112 Robert Gauldin, Harmonic Practice in Tonal Music, W.W. Norton &Cie, second edition, 2004, pp. 34-5. 
113 This also applies to, for instance, Gottfried Weber’s theories. See: Brian Hyer, Tonality, in Thomas Christensen (ed.), The 
Cambridge History of Western Music Theory, Cambridge University Press, 2002, p. 727, referring to Gottfried Weber, 
Versuch einer geordneten Theorie der Tonsetzkunst (1817-21), 3rd edition, B. Schott, 1830-32, Translated by J. Warner as 
The Theory of Musical Composition, R. Cocks, 1851. 
114 David Huron, Sweet anticipation. Music and the psychology of expectation, MIT press, 2006, pp. 421-2. 
115 Brian Hyer, Tonality, in Thomas Christensen (ed.), The Cambridge History of Western Music Theory, p. 727. 
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The necessary presence of a diatonic scale in the definitions of tonality discussed above make 
diatonicism a necessary condition for tonality. Tonal music is diatonic music. This condition is too 
strict, however. Most music belonging to the common-practice—or other music that is regarded as 
tonal according to the customary definitions—is not strictly diatonic. Although, as Tymoczko rightly 
claims, most tonal music (certainly the music belonging to common-practice) has a limited 
macroharmony, since it is mostly based on a single tonal diatonic set “over a moderate span”, tonal 
music without so-called chromatic notes (the five pitch classes that do not belong to the tonal diatonic 
set used) within that moderate span, or without chromatic changes that end in modulation—moving 
the piece from one tonal diatonic set to another (often closely related)116 one—is very rare. But even if 
music is not strictly diatonic, it can still be called ‘tonal’ if its macroharmony is closely enough related 
to a single tonal diatonic set, as is generally the case in common-practice music. The level or degree of 
relation or similarity of a pitch class set to a tonal diatonic set is what I call the degree of diatonicity 
of that set or of the music which has the set in its macroharmony. The higher the similarity of a pitch 
class set to a tonal diatonic set, the higher its degree of diatonicity. I will claim that tonality is 
determined by (degree of) diatonicity. Not diatonicism but (a high enough degree of) diatonicity is the 
necessary condition for tonality stated in the definitions discussed above. Indeed, without (a high 
enough degree of) diatonicity—that is: if the macroharmony of a piece of music is too different from a 
single tonal diatonic set—there would be no tonic (or no finalis in the case of modal music), no tonal 
functionality or hierarchy, and no perception of tonality, even if the other traditional norms of 
common-practice are respected. 
 
 
3.3.2 Diatonicity as a sufficient condition for tonality 
 
In order for tonality to be fully determined by diatonicity, it is not enough that diatonicity is a 
necessary condition for tonality; it also has to be a sufficient condition. In other words, a high 
resemblance of a piece’s macroharmony with a single tonal diatonic set has to be enough for the piece 
to be perceived as tonal. Diatonicity as a necessary condition means that music can only be tonal if its 
macroharmony bears enough resemblance to a tonal diatonic set; as a sufficient condition it means that 
as soon as this resemblance is high enough, the piece will be called tonal and perceived as such by 
tonally acculturated individuals. The fact that the listener has to be acquainted with the tonal system 
and with functionality is important in this respect. As David J. Hargreaves claims: 
 
Winner (1982) speculates that there is probably nothing special about Western 
scales, in the sense that children growing up in other societies are likely to 
acquire their own scales in a similar manner. The acquisition of tonality is thus 
comparable with language acquisition, in that the general capacity to master 
language is a maturational one that is independent of exposure to and training in 
the particular language acquired.117 
 
This suggests that without acculturation, listeners will not perceive functionality or other features 
belonging to the tonal system, just like listeners who are not acquainted with Indian traditional music 
are unable to identify ragas. Conversely, as was observed in the section on functionality and hierarchy, 
it is arguably impossible for a tonally acculturated listener not to hear functions in any diatonic music. 
In Daniel Harrison’s words:  
 
The dualism of major and minor systems takes diatonic scale structure as [a] 
shared characteristic. Diatonicism118, the bedrock of Western theories of scale for 
both modal and major-minor tonalities, is largely responsible for our ability to 
perceive harmonic function. Because of the special intervallic properties of the 
diatonic scale, which allow us to deduce the entire structure from just a few notes, 
                                                
116 See Straus’s “key relations” (feature 2) discussed above. 
117 David J. Hargreaves, The Developmental Psychology of Music, Cambridge University press, 1986, pp. 91-2, referring to 
Ellen Winner, Invented Worlds: The Psychology of the Arts, Harvard University Press, 1982. 
118 Diatonicism is here to be understood as diatonicity, as becomes clear in the rest of the quote. 
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we are able easily to experience the tonal centricity on which harmonic function 
depends.119  
 
Therefore, functionality can be claimed to be a feature of all highly diatonic music (music with a high 
enough degree of diatonicity), making diatonicity a sufficient condition for the perception of tonality 
by tonally acculturated listeners, even if the music is not conceived functionally. Indeed, it is arguably 
impossible for a tonally acculturated listener not to perceive functions in the following example taken 
from the beginning of the Kyrie from Guillaume Du Fay’s Missa Se la face ay pale, even if it is 
considered historically wrong to analyse this piece the way it is done in Example 3.7, because it 
predates functional harmonic thinking. 
 
 
 
Example 3.7: Functional analysis of the beginning of the Kyrie from Guillaume Du Fay’s Missa Se la face ay pale. 
 
 
This example was chosen completely ad random120, but the claim that we cannot help but hear tonal 
functions in modal music or other non-functional tonal music probably stands for all existing modal 
pieces as well as other non-functional highly diatonic pieces, as a result of perceptual categorization in 
the process of feature analysis happening in the auditory cortex of tonally acculturated listeners.121 In 
visual perception, the cerebral process of categorization causes the fact that we cannot help but “see” 
the two-dimensional picture below (Example 1.35) as (a representation of) a three-dimensional 
cube.122 
 
 
 
Example 3.8: Two-dimensional figure with twelve lines  
interpreted as a three-dimensional cube. 
                                                
119 Daniel Harrison, Harmonic Function in Chromatic Music, A Renewed Dualist Theory and an Account of its Precedents, 
The University of Chicago Press, 1994, pp. 24-5. 
120 Other examples (the Canso Porque Trobar and the Gregorian hymn Veni Creator Spiritus) were discussed above in the 
section on perception of functionality and hierarchy. 
121 See: Douglas A. Bernstein, Edward J. Roy, Thomas K. Srull, Christopher D. Wickens, Psychology, Houghton Mifflin 
Company, 2nd edition, 1991, p. 196. 
122 See also: Marcel Danesi, Messages, Signs, and Meanings: A Basic Textbook in Semiotics and Communication Theory, 
Canadian Scholar’s Press Inc., 3rd edition, 2004, p. 77.  
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Once acculturated listeners have discerned functions it is hard or impossible for them not to hear the 
functions afterwards. The following example illustrates this phenomenon of perceptual categorization 
in the process of visual feature analysis.123 The picture below (Example 3.9) shows black spots on a 
white surface. It may be hard to detect what the picture represents at first, but once the viewer has 
spotted the sniffing dog (a Dalmatian) it becomes impossible for him or her not to see it. “Basically, 
the brain must analyze the incoming pattern of light and compare the pattern to the information stored 
in memory. If it finds a match, recognition takes place and the stimulus is placed into a perceptual 
category. Once this recognition occurs, your perception of a stimulus may never be the same.”124 
 
 
 
Example 3.9: Perceptual categorization in visual feature analysis  
(Source: image by R. C. James in David Marr, Vision,  
W. H. Freeman and Company, 1982 re-edition MIT Press, 2010, p. 101). 
 
The same phenomenon occurs in language. When we hear a language we do not know, we perceive 
only its sound, without understanding what is said. In some cases we cannot even identify which 
language is spoken, or if what is said is a linguistic utterance. Once we get familiar with the language, 
however, we can no longer hear it without ‘hearing’ verbs or nouns, and without attaching meaning to 
the words and sentences uttered. In Lewis Carroll’s nonsensical poem Jabberwocky in Through the 
Looking-Glass125, in James Joyce’s Finnegans Wake with its abundant neologisms, or in the primeval 
sounds of Kurt Schwitters’s Ursonate (1922-1932), sounds that accidentally correspond to words in a 
familiar language will be heard as such, even if they were not meant to be the expressions of existing 
words (for instance if they form words in a language that was not known by Kurt Schwitters). If 
“Fümms”, the first sound in the Ursonate,126 for instance, were a meaningful word in some existing 
natural language, the speakers of that language would probably automatically and involuntarily 
understand that word with its linguistic meaning (its dictionary definition). This is certainly the case—
and the possible cause of protest—if the accidentally generated meaningful words are taboo or 
considered inappropriate by speakers of that language. James Joyce’s Finnegans Wake forms a special 
case of this idea, in that the word “quark” has acquired a very specific meaning when in 1963 the 
Physicist Murray Gell-Mann used the actual word from the book as a name for the elementary particle 
he predicted.127 There is probably no nuclear physicist today who can read or hear the verse Three 
quarks for Muster Mark128 without involuntarily making a semantic referential link of some kind with 
                                                
123 See: Douglas A. Bernstein, Edward J. Roy, Thomas K. Srull, Christopher D. Wickens, Psychology, Houghton Mifflin 
Company, 2nd edition, 1991, p. 196. 
124 Douglas A. Bernstein, e.a., Psychology, p. 196. 
125 Lewis Carroll, Alice Through the Looking-Glass, & What Alice Found There, in The Complete Lewis Carroll, 
Wordsworth Editions, 1996, pp. 137-8. 
126 For a recording of Kurt Schwitters’ Ursonate, see: http://www.costis.org/x/schwitters/ursonate.htm [last accessed: 12 May 
2013]. 
127 See: Eugene Hecht, Physics, Brooks/Cole Publishing Cie. 1994, p. 1148. 
128 James Joyce, Finnegans Wake, Penguin Books, 1992, p. 383. 
 59 
the elementary particle, although this specific association could never have been intended by James 
Joyce. 
 
Mutatis mutandis, what was said about functionality can also be applied to the other aspects of tonality 
discussed above. For tonally acculturated listeners, highly diatonic music involuntarily entails the 
perception of a pitch class of greatest centrality, stability and finality. In the majority of cases this will 
be the ‘tonic’ (pc 1 in the prime form of the three tonal diatonic sets), but, as Robert Gauldin claims, 
any of the seven pitch classes of the tonal diatonic set may serve as well, making the piece modal. 
Other pitch classes will be perceived as having other functions within the piece. Again, this is a result 
of acculturation. It is not a natural feature of the leading tone to create expectations of closure, for 
instance, but “[a]s soon as the leading tone appears, the acculturated ear will anticipate the implied 
arrival”129.  
 
The perception of tonality is strongest in strictly diatonic music, using all the pitch classes of the tonal 
diatonic set and no others, regardless of the traditional norms of common-practice tonality. Indeed, 
regardless of voice leading, chord construction, acoustic consonance, harmonic consistency, frequency 
of occurrence, placement, or metrical stress of the tonic or other scale degrees, diatonicism (strict 
diatonicity) involuntarily leads to the perception of tonality for tonally acculturated listeners. 
 
Although it is true that common-practice “melodies tend to move by short distances from note to 
note”130, there are no restrictions to how a strictly diatonic tonal melody could move. Imagine any 
strictly diatonic tonal melody up to a certain note. Whatever came before, there is no limit to the 
possible notes that can follow, as long as they belong to the tonal diatonic set that characterised the 
macroharmony of the tonal melody so far. Although, as a result of tradition and acculturation, it is 
often possible to ‘guess’ the following note or notes of the melody, any pitch class of the tonal diatonic 
set in question would be possible. After a leading note, listeners acquainted with the tonal tradition 
expect a tonic (the regular resolution of the ‘dissonant’ leading note) to follow, but if another note of 
the piece’s diatonic scale would follow, the melody would still be perceived as tonal (including 
modality) by tonally acculturated listeners. In common-practice, “some successions of scale degrees 
are more likely than others”, but the probability for any pitch class set in diatonic continuation is never 
zero, as David Huron shows.131 Some successions may be rare or even prohibited in certain styles or 
genres in common-practice, but their occurrence would only change the genre or style of the tonal 
piece, not the fact that it is tonal. 
 
Even if the intervals were spread out over large intervals, as is the case in the third bar of the following 
excerpt from Gustav Mahler’s 9th Symphony (finished in 1909) (see the third bar in Example 3.10)132, 
the melody remains tonal and is perceived as such. Therefore, not only can any pitch class belonging 
to a tonal diatonic set follow any other pitch class, but any pitch can follow any other. Melodic 
consistency and common-practice recognition may be destroyed this way, but not tonality. 
 
 
Example 3.10: Gustav Mahler, Symphony N°9, 4th movement bar 70-73. 
                                                
129 Susan McClary, Towards a History of Harmonic Tonality, in Towards Tonality, Collected writings of the Orpheus 
Institute, Leuven University Press, 2007, pp. 94-5, [my italics]. 
130 Dmitri Tymoczko, A Geometry of Music, p. 4. 
131 The probability is only 0 in some cases where the “antecedent state” doesn’t belong to the diatonic scale (see Table 9.2 in 
David Huron, Sweet anticipation, music and the psychology of expectation, MIT press, 2006, p. 158. This table is based on 
“an analysis of more than a quarter of a million tone pairs” (p. 158) taken from “a sample of several thousand Germanic folk 
songs in major key” (p. 158), but since they belong to common-practice the results can be applied to all tonal music: the 
probability may be lower or higher for the whole of tonality, but it can never become zero). 
132 Only the first three bars of this melody are strictly diatonic. The A flat in the last bar disrupts the pattern. 
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What applies to voice leading can also be said about chord succession. The idea that “’Any chord can 
follow any other chord’ [also in tonal music] promises a musical experience that we can associate 
more readily with Cage, for example, than with Reger. That we can still hear Reger’s music as 
familiarly tonal in some sense makes this aphorism a much more complicated statement than at first it 
seems, for it means not only that any chord can follow another but also that a listener can make tonal 
sense of such a progression – indeed not merely can but must.”133 
 
To prove my claim that diatonicism—and by extension diatonicity—is a sufficient condition for 
tonality independent of voice leading, I developed an experiment with a ‘random tonal music 
generator’. The experiment uses a Max/MSP patch (see Appendix 4) that generates a continuous 
‘melodic line’ of random pitches belonging to a single tonal diatonic set (C major) within a range of 
two octaves134 with random rhythm (without metre). The resulting melodic lines are clearly perceived 
as tonal (or modal)—not only by me but also by peers who underwent the test—as soon as most of the 
pitch classes of the set are heard. One pitch class (B) is generally perceived as leading note and 
harmonic functions are discerned.135 This proves that the traditional norms for voice leading, 
frequency of occurrence of pitch classes, metric stress, phrasing, and the other common-practice 
features discussed above, are no necessary conditions for tonality. 
 
An additional test with polyphonic music was performed during an experiment session on 
hyperpolyphony with professional composers and performers136. For this experiment I had composed 
three Polytonal variations (See scores in Appendix 5. I will return to these pieces later, in the section 
on polytonality (see Section 3.6)). During the discussion on the link between diatonicity and 
perception of tonality that followed the performance, the performers were asked to play the first 
Variation again, but without key signature. This resulted in strictly diatonic music using all the pitch 
classes of the set of C major and only those. Although the three parts in the piece were composed 
totally independently, avoiding all possible traditional metric features and harmonic functions, the 
piece was perceived as tonal (or modal) by all of the participants. Many of the harmonies in the C 
major version of the first Polytonal variation were dissonant, and without a harmonic structure based 
on major or minor triads of common-practice music mentioned by Joseph Straus. Consonance and 
triadic harmony, therefore, has no decisive influence on tonality. As will be discussed later, (tonal) 
consonance is a feature independent of tonality. In fact, any combination of pitch classes belonging to 
a single tonal diatonic set may be used to form a chord within a tonal context. All pitch classes may 
even be used together, resulting in a dominant thirteenth chord. Example 3.11 shows a dominant 
thirteenth chord on G, containing all the pitch classes of the set of C major. 
 
 
 
 
Example 3.11: Dominant 13th chord on G. 
 
 
 
 
 
 
                                                
133 Daniel Harrison, Harmonic function in chromatic music, University of Chicago Press, 1994, p. 7. 
134 A possible extension of the range has no influence on the perception of tonality; it may only make the perception of 
melodic lines more difficult in some cases. 
135 Sometimes other notes are perceived as ‘principle or referential’ tone, and the melodic line is then perceived as modal. 
136 This session (held in the Conservatory of Ghent 8 March 2011) was part of the doctoral research of Hans Roels on 
Hyperpolyphony. 
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3.3.3 Degree of tonality 
 
In the previous discussion, it was shown that a high degree of diatonicity is a necessary and sufficient 
reason for tonality.137 If the macroharmony of a piece (or a section of the piece) has a macroharmony 
that is highly similar to one of the tonal diatonic sets (instances of set classes [7-32], [7-34] or [7-35]), 
it will automatically be perceived as tonal—with all the characteristics that are related to tonality—by 
tonally acculturated listeners, even if it lacks the customary features of common-practice music. 
Conversely, music will not be perceived as tonal unless its macroharmony has a high similarity with 
one of the tonal diatonic sets, even if the other traditional norms of common-practice are respected. 
The higher the degree of diatonicity of a piece’s macroharmony, the stronger the perception of tonality 
will be. The more the macroharmony deviates from the tonal diatonic set, the lower its degree of 
diatonicity and the harder it becomes to perceive tonality. A very low degree of diatonicity results in 
what is called “atonal music”, in Reginald Smith Brindle’s sense that lies at the basis of the present 
dissertation: “‘Atonal’ music refers to that music which is not clearly organized by traditional systems, 
such as the modal system, or the major and minor key systems”138. Note that ‘perfect tonality’ is 
possible when the macroharmony of a piece coincides completely with a tonal diatonic set (that is, in 
case of diatonicism); ‘perfect atonality’ on the other hand is impossible since the presence of one tone 
(one pitched sound) makes the macroharmony of a piece already minimally similar to a tonal diatonic 
set (a single tone is a subset of all types of tonal diatonic sets). Music is never completely devoid of 
diatonicity. This recalls Arnold Schoenberg’s claim that “[t]he word ‘atonal’ could only signify 
something entirely inconsistent with the nature of tone”139. But whereas Schoenberg rejects the term 
‘atonal’ altogether when it is “intended in an exlusive rather than an inclusive sense”140, in the sense 
used in the present dissertation, only complete, strict, or perfect atonality is impossible as soon as a 
single tone is involved. 
 
One may ask whether it is possible to write atonal music (music with a very low degree of diatonicity) 
using exclusively all pitch classes of a single tonal diatonic set, and conversely, whether it is possible 
to write tonal music that has not got—at least locally—a high degree of diatonicity? If both questions 
are answered in the negative, high degree of diatonicity by contrast again proves to be both a 
necessary and sufficient condition for tonality. All my attempts to find one counterexample have failed 
up to date.  
 
Until a counterexample has been found, it is safe to claim that the perception of tonality and atonality 
is determined by the degree of diatonicity of a piece’s macroharmony. The higher the degree of 
diatonicity of the macroharmony, the stronger the perception of tonality; the lower the degree of 
diatonicity the stronger the perception of atonality. Tonality and atonality are therefore no absolute 
entities but only extremities. Music is in most cases not either tonal or atonal,141 or not even something 
in between, but music has a certain degree of tonality (or atonality) at any given moment in a piece’s 
progress, which can be measured on the basis of its degree of diatonicity. The degree of tonality 
depends on how closely the macroharmony of a piece resembles or coincides with the tonal diatonic 
sets. A piece that uses all of the pitch classes of a tonal diatonic set and no others has the highest 
possible degree of tonality (its macroharmony is identical to one of the tonal diatonic sets). When on 
the other hand not all of the pitch classes of a tonal diatonic set are used (only a real subset of at least 
one of the tonal diatonic sets) or when other pitch classes occur (like chromatic alterations for 
instance) the degree of tonality of the piece decreases. Pieces that are constructed with pitch class sets 
                                                
137 On necessary and sufficient features see: Scott Sturgeon, Knowledge, in A.C. Grayling (ed.), Philosophy, A Guide through 
the Subject, Oxford University Press, 1995, pp. 10-12. 
138 Reginald Smith Brindle, Serial Composition, Oxford University press, 1966, p. 11. 
139 Arnold Schönberg, Harmonielehre, Universal Edition, 1911. Translation by Roy E. Carter: Theory of Harmony, Faber & 
Faber, 1983, p. 432. 
140 Arnold Schönberg, Harmonielehre, p. 432. 
141 As will become clear later, a piece can be ‘perfectly tonal’ (have the highest possible degree of tonality), if it uses only 
one tonal diatonic set and if that set is sounded in its totality in the very first sound of the piece (see Section 3.5 on tonality 
analysis). 
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that differ considerably from the tonal diatonic sets have a low degree of tonality (or a high degree of 
atonality). The degree of tonality of a pitch class set is therefore determined by the degree to which it 
resembles the tonal diatonic sets, that is by its degree of diatonicity. 
 
It is important to realise that the fact that there is a correlation between degree of tonality and degree 
of diatonicity is not to say that diatonicity and tonality are the same; it only means that degree of 
diatonicity is an appropriate measure for (the degree of) tonality. The higher the degree of diatonicity, 
the higher the degree of tonality will be, and the stronger all the features that come with it and that 
define tonality: the identification and perception of tonic, functionality and hierarchy. If, in addition, 
the conventional norms of common-practice are respected, the perception of tonality will be enhanced 
even further. 
 
To make the distinction between degree of tonality and degree of diatonicity clear, compare the 
correlation between the two with the correlation between temperature and heat in physics. Diatonicity 
relates to tonality as temperature to heat. Although temperature and heat are correlated, they are not 
identical. “Temperature is a measure of the ability of randomly moving particles, usually atoms, to 
directly impart thermal energy142 to a thermometer or any other object.”143 It is a measure of the 
average kinetic energy of the particles. Heat, on the other hand “is the thermal energy transferred, via 
atomic collisions, from a region of high temperature to a region of lower temperature.”144 It is often 
the case that when an amount of heat (measured in calories) is added to a substance, its temperature 
will rise, and vice versa. There is, in other words, usually145 a correlation between the measurement of 
temperature change and heat. Heat is measured with a calorimeter consisting of an insulated container 
of water with a thermometer, and is measured as a relation to the change in temperature of that 
thermometer. The change in temperature indicates the heat (thermal energy transfer), even if heat and 
temperature are different qualities. Therefore temperature change is an appropriate way to measure 
heat, even though temperature and heat are different physical entities. The same can be said about 
diatonicity and tonality. The degree of diatonicity is an indication of the degree of tonality of a pc-set 
or piece of music, even though diatonicity and tonality are distinct properties of music. “We can 
exactly say what a calorie is, even without knowing what heat is.”146 Likewise, we can exactly say 
what the degree of tonality of a piece is, even without knowing what tonality is. 
 
 
 
3.4 Quantification of tonality 
 
3.4.1 Introduction  
 
Music, it was said, is not either tonal or atonal but evolves between higher and lower degrees of 
tonality, for which the degree of diatonicity is an appropriate measure. This suggests that tonality is a 
measurable, a quantifiable feature. The aim of the present section is to show how degrees of tonality 
can be quantified, and to develop a ‘tonality formula’ that can be used to determine the degree of 
tonality of any pitch class set. It will lead to a classification of set classes according to their degree of 
tonality. This classification is only vaguely akin to the idea of “similarity index” developed by Robert 
Morris147, to Ian Quinn’s idea of “chord quality”148, and to Dmitri Tymoczko’s “musical distance”149. 
                                                
142 “Thermal energy is the net disordered kinetic energy […] associated with any group of particles, usually atoms of bulk 
matter” (Eugene Hecht, Physics, Brooks/Cole Publishing Company, 1994, p. 516 [in bold and italics in the source text]). 
143 Eugene Hecht, Physics, p. 517 [in bold and italics in the source text]. 
144 Eugene Hecht, Physics, pp. 517-8 [in bold and italics in the source text]. 
145 The addition of heat does not always cause a change in temperature. It may also result in a change of state of the material, 
such as melting or evaporation. It may be argued whether there is such a thing as ‘change of state’ in music. In other words, 
are there situations in which a rise of degree of diatonicity does not result in a (perception of) higher degree of tonality, or the 
other way around? 
146 Eugene Hecht, Physics, p. 518. 
147 See: Robert Morris, A Similarity Index for Pitch-Class Sets, Perspectives of New Music, Vol. 18, N°. 1/2, 1979-1980, pp. 
445-60. 
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Robert Morris’s approach is constructed around “a particular similarity relation based on the interval-
class-vector (V) associated with the sets that are members of a SC [set class]. […] As with other 
similarity measures, the relation under consideration is generated by comparing the Vs of two sets and, 
by extension, their SCs. [In Morris’s approach], however, the comparison is based on the total number 
of ics [interval classes] that are different: the less different the ics, the greater the similarity.”150 Also 
Ian Quinn’s idea of “chord quality”151 (relations of sonorities of pc-sets) relates to interval-class 
content of pitch class sets. Indeed, as Joseph N. Straus states: “the quality of a sonority can be roughly 
summarized by listing all the intervals it contains”152. Although, as will become clear later, interval-
class content of pitch class sets or set classes (indicated by their interval-class-vectors) play a role in 
the quantification of consonance, they are not involved in the quantification of tonality. Dimitri 
Tymoczko’s “three conceptions of musical distance”153 are based on voice leading, acoustics and—
once again—total interval content. As is the case with interval content, the concepts of voice leading 
and acoustics, too, are irrelevant for the idea of tonality developed in the present dissertation. 
Therefore, the present approach is considerably different from that of Robert Morris, Ian Quinn and 
Dmitri Tymoczko, in that it explores the relatedness of pitch class sets to the tonal diatonic sets, based 
on their being (similar to) subsets or supersets of the tonal diatonic sets. 
 
An important preliminary remark on nomenclatura has to be made before starting the construction of 
the T-formula. The pitch class set theory developed by Allen Forte154 does not distinguish between set 
classes and their inversion. Minor triads (with prime form (0,3,7)) and major triads (the inversions of 
minor triads, with prime form (0,4,7)), for instance, share the same forte number ([3-11]). Since the 
degree of tonality of a set class may differ from the degree of tonality of its inversion, different Forte 
names need to be introduced for inversions of set classes. This is done by adding “i” after the Forte 
name of the set class ([3-11] for the minor triads and [3-11i] for the major triads, for instance). Forte 
names will be further extended for single pitches ([1-1]), for interval-classes ([2-1] through [2-6]) and 
for set classes with 11 and 12 elements ([11-1] and [12-1]). 
 
 
3.4.2 Construction of the T-formula 
 
Being a subset of a tonal diatonic set is taken as the first criterion for similarity of a pitch class set (as 
a member of a set class) to the tonal diatonic sets. Therefore, the number of times the pc-set is a subset 
of the tonal diatonic sets is taken as a starting point in the construction of what will be called the 
tonality formula or T-formula, the formula to determine the degree of tonality T(c-n) of a pitch class 
set with Forte name [c-n]155 for all possible pitch class sets. The number of times the pc-set is a subset 
of the tonal diatonic sets is indicated by the S7-value (S7(c-n)) of the pc-set (belonging to the set class) 
with Forte name [c-n]. The S7-value of a pc-set is the weighed sum (divided by 3)156 of the number of 
times the set is a subset of each of the three tonal diatonic sets (tonal 7-sets). In symbols: 
                                                
148 See for instance: Ian Quinn, A Unified Theory of Chord Quality in Equal Temperaments, unpublished doctoral 
dissertation, 2004; Ian Quinn, On Woolhouse's Interval-Cycle Proximity Hypothesis, in Music Theory Spectrum, Vol. 32, N°. 
2, 2010, pp. 172-9; or Ian Quinn, Listening to Similarity Relations, in Perspectives of New Music, Vol. 39, N°. 2, 2001, pp. 
108-58. Ian Quinn, General Equal-Tempered Harmony (Parts II and III), Perspectives of New Music 45.1, 2007, pp. 4-63. 
149 See for instance: Dmitri Tymoczko, Three Conceptions of Musical Distance, in: Elaine Chew, Adrian Childs, & Ching-
Hua Chuan (eds.), Mathematics and Computation in Music, Springer, 2009, pp. 258-273; Dmitri Tymoczko, Geometrical 
Methods in Recent Music Theory, Music Theory Online 16.1, 2010, http www.mtosmt.org/issues/mto.10.16.1/ 
mto.10.16.1.tymoczko.html [last accessed: 24 January 2013]. 
150 Robert Morris, A Similarity Index for Pitch-Class Sets, p. 446 [italics added]. 
151 Ian Quinn, A Unified Theory of Chord Quality in Equal Temperaments, p. 12. 
152 Joseph N. Strauss, Introduction to Post-Tonal Theory, Pearson Prentice Hall, 3rd edition, 2005, p. 11; also quoted in: Ian 
Quinn, A Unified Theory of Chord Quality in Equal Temperaments, p. 12 [italics added]. 
153 Dmitri Tymoczko, Three Conceptions of Musical Distance, pp. 258-73. 
154 In: Allen Forte, The Structure of Atonal Music, Yale University Press, 1973. 
155 “The number [c] to the left of the hyphen is the cardinal number of the set; the number [n] to the right of the hyphen is the 
ordinal number of the set—that is, the position of the prime form on the list [of set classes]” (Allen Forte, The Structure of 
Atonal Music, p. 12). As was mentioned before, this number is extended with “i” for the inversion of set classes. 
156 This weighing factor is necessary to balance the combination of the S7-value with the Sc-1 value added to the formula in 
the second step of the construction. The value was obtained in an experimental way.  
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  S7(c-n) = (S7-32(c-n) + S7-34(c-n) + S7-35(c-n)) / 3    (Formula 1) 
 
 
In this formula S7-32(c-n) stands for the number of times pc-set [c-n] is a subset of pc-sets of set class [7-
32]. Mutatis mutandis, the same applies to S7-34(c-n) and S7-35(c-n). Take for instance the pc-sets with 
Forte names [3-1] and [3-9] (Example 3.12)157: 
 
 
Example 3.12: Prime form representations of set classes [3-1] and [3-9]. 
 
[3-1] does not occur in any of the tonal 7-sets; it is no subset of [7-35], [7-34] or [7-32], so it will have 
a very low degree of tonality. [3-9] on the other hand occurs five times in [7-35] (the major scale, 
natural minor scale or the church modes), three times in [7-34] (the melodic minor scale) and two 
times in [7-32] (the harmonic minor scale). In total, [3-9] is 10 times a subset of the tonal 7-sets, [3-1] 
is no subset. [3-9] appears to be a set class with a very high degree of tonality (within the group of set 
classes with cardinality 3 at least). In symbolic notation: 
 
S7(3-1) = 0  S7(3-9) = 10 / 3 
 
This means that pieces consisting entirely of the pitch classes of a pc-set [3-9] will be called ‘more 
tonal’ (or ‘less atonal’) than pieces using the pitch classes of [3-1]. In fact, [3-9] has the highest S7-
value of all set classes with three elements (see Example 3.13 below). As a result, it will show to have 
a high degree of tonality. This is consistent with the correspondence between tonality and 
functionality. Indeed, [3-9] contains the 1st, 4th and 5th degree of the tonal 7-sets, Riemann’s tonic, 
subdominant and dominant. 
 
pc-set (3-n) S7(3-n) 
3-1 0 
3-2 2 
3-2i 2 
3-3 1 
3-3i 1 
3-4 1,66 
3-4i 1,66 
3-5 1,33 
3-5i 1 
3-6 2,33 
3-7 3 
3-7i 3 
3-8 1,66 
3-8i 2 
3-9 3,33 
3-10 2,33 
3-11 2,66 
3-11i 2,33 
3-12 0,66 
 
Example 3.13: S7-values for pc-sets with three elements. 
 
 
                                                
157 The pitch class sets in the examples are not (always) written in prime form but have sometimes been transposed (for 
reasons of convenience) in such a way that the resemblance with the major or minor scales on C is clear. 
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Example 3.14 below shows the S7-value for all set classes calculated with Formula 1 (the set classes 
are grouped according to their cardinality (their number of elements) on the horizontal axis): 
 
Example 3.14: S7-values for all set classes. 
 
 
Although it doesn’t show precise S-7 values, it should be clear from Example 3.14 that the S7-value of 
a pc-set or set classes is not sufficient to determine its degree of tonality. First of all, it only works well 
for pc-sets with only three or four elements, but it is inappropriate for pc-sets with a higher cardinality. 
Pc-sets with five or six elements, for instance, are rarely subsets of the tonal 7-sets, even if they 
contain only one pitch class that does not belong to the tonal 7-sets and should therefore be considered 
highly tonal (because they resemble the tonal 7-sets very much); and it wouldn’t apply at all to pc-sets 
with eight elements or more (because they are never a subset of the tonal 7-sets), as can be seen in 
Example 3.14.  
 
To explain the reason for this problem in detail, take pc-sets of set class [6-z11] for instance. If the C-
sharp were left out in Example 3.15 representing an instance of [6-z11], this would change [6-z11] 
into [5-23], which is supposed to have a high degree of tonality (at least, it has a relatively high S7-
value)158.  
 
 
Example 3.15: Prime form representation of set class [6-z11]. 
 
 
If similarity with the tonal 7-sets is the criterion that determines the degree of tonality of a pc-set or set 
class, one would expect the maximum and minimum values of the degree of tonality within a 
cardinality group (a group consisting of set classes with the same number of elements) to evolve 
roughly according to the curves in Example 3.16 a and b below. The maximum values would resemble 
a Gauss distribution. 
                                                
158 [5-23] is a subset of [7-32] and [7-34], and twice a subset of [7-35], which is much for a set class of cardinality 5. 
 
 66 
 
Example 3.16 a: Expected maximum curve. 
 
Example 3.16 b: Expected minimum curve. 
 
 
Example 3.14 has a maximum curve that is very different from the expected curve, as is shown in 
Example 3.17. 
 
Example 3.17: Maximum curve for S7(c-n), and  
expected maximum curve for T(c-n). 
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Therefore, counting subsets of the tonal 7-sets is not enough. The S7-value of the subsets of the set 
class under investigation that contain one pitch class less should also be taken into account to 
determine a degree of tonality that corresponds better with the diatonicity-based definition of tonality 
(and with the reality of perception), and to provide a solution to the problem of set classes with more 
than seven elements. 
 
To illustrate this second step in the construction of the T-formula, consider set class [4-11i] in 
Example 3.18). This pc-set is only 4 times a subset of the tonal 7-sets (S7(4-11i) = 1,33), although it 
resembles [7-35] more than do all of its subsets with one element less (Example 3.19), that have higher 
S7-values, as the table in Example 3.20 shows. 
 
 
 
Example 3.18: A pc-set [4-11i]. 
 
Example 3.19: Subsets of a [4-11i] with cardinality 3. 
 
 
pc-set S7(c-n) 
4-11i 1,33 
  
3-2i 2 
3-4i 1,66 
3-6 2,33 
3-7 3 
 
Example 3.20: S7-values for [4-11i] and its subsets with one element less. 
 
 
The average S7-value for all subsets of [4-11i] with cardinality 3 (one element less) should therefore 
also be taken into account to determine the degree of tonality of [4-11i]. This average is calculated as 
follows on basis of the values in the table in Example 3.20: (2 + 1,66 + 2,33 +3 ) / 4 = 2,25. In general, 
this average is represented in symbols as follows: 
 
  [∑(Sc-1(c-n))]/c        (Formula 2) 
 
 
Sc-1(c-n) is the S7-value for a subset of [c-n] with one element less (c still stands for the cardinality of set 
class [c-n]). This approach affects the value of the degree of tonality T(c-n) of any pc-set in a recursive 
way. The starting point for the recursion is established at ∑(S1(2-n)) = 1, which would mean the degree 
of tonality of set class [1-1] is not zero. This is in accordance with Schoenberg’s idea, mentioned 
above, that absolute atonality does not exist in pitched music. In other words, the degree of tonality of 
a pitched sound is always higher than zero. T (c-n) = 0 only occurs if there is no tone, no pitched sound. 
 
Adding the new element Sc-1, a provisional tonality formula can be written as a combination of 
Formulas 1 and 2: 
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  T (c-n)  = S7(c-n)  + [∑(Sc-1(c-n))]/c      (Formula 3) 
 
 
The provisional degree of tonality values obtained with this formula are shown in Example 3.21. 
 
Example 3.21: Degree of tonality for all set classes with Formula 3. 
 
The maximum curve looks a little more like the expected maximum curve and the values for set 
classes with cardinality higher than 7 are no longer zero, but still the results do not correspond with the 
idea that degrees of tonality should increase when cardinalities approach seven. To obtain this, a Gauss 
factor G(c) is introduced, which corresponds to the fact that the closer the number of elements in a pc-
set is to 7, the higher its degree of tonality. G(c) is determined with the following formula for Gauss 
distributions: 
 
        (Formula 4)159 
 
c G(c) 
2 1,01 
3 1,09 
4 1,41 
5 2,23 
6 3,40 
7 4,00 
8 3,40 
9 2,23 
10 1,41 
11 1,09 
12 1,01 
 
Example 3.22: Values of the Gauss factor for every cardinality (c). 
 
                                                
159 The Gauss-distribution function is of the form: 
  
where variance σ = 1,5 (value obtained experimentally) and mean (the location of the peak) µ = 7. 
 
 69 
The provisional T(c-n) values obtained with Formula 3 are multiplied by the Gauss factor corresponding 
to the cardinality of the set class (listed in the table of Example 3.22 above). This results in Formula 5, 
which yields the values shown in Example 3.23 below. 
 
 
  T (c-n)  = G(c)  . (S7(c-n)  + [∑(Sc-1(c-n))]/c)     (Formula 5) 
 
 
Example 3.23: Degree of tonality for all pc-sets obtained with Formula 5. 
 
 
Formula 5 approaches the expected maximum curve sufficiently, as can be seen in Example 3.23. The 
minimum curve, however, is still far from the expected minimum curve, as can be seen in Example 
3.24.  
 
Example 3.24: Minimum curve resulting from formula 5,  
and expected minimum curve. 
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Also, the degree of tonality has a different value for the three tonal diatonic sets. There is no reason,  
however, to postulate that one tonal 7-set is ‘more tonal’ than another. Therefore, in a next step, the 
formula has to be adapted in order to produce the same T(c-n) value for [7-32], [7-34] and [7-35]. This 
is done by adding weighing factors to Formula 1, as shown in Formula 6. This procedure has no 
significant effect on the relative degree of tonality other pitch class sets. 
 
 
  S7(c-n) = (1,68 . S7-32(c-n) + 1,32 . S7-34(c-n) + 0,52 . S7-35(c-n)) / 3  (Formula 6) 
 
 
A last adaptation has to be made to keeps the maximum values the way they are, while lowering the 
other values proportionally in order to bring the minima to the expected values. The best result is 
obtained with the following logarithmic minimum compression function (Formula 7): 
 
 
K(x) = x + [(µ-m) / ln(m/M)] . ln(x/M)     (Formula 7) 
 
 
 
The curve for this function is shown in Example 3.25.  
 
 
 
Example 3.25: Logarithmic minimum compression curve. 
 
 
In formula 7, M stands for the maximum value for the degree of tonality within the cardinality group 
of the pc-set in question; m is the minimum value; µ is the minimum value after compression of m. 
The value for µ depends on the cardinality of the set class and is determined with Formula 8 below. 
 
 
µ = M / (c . G(c))        (Formula 8) 
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Example 3.26 lists the values of M, m and µ for cardinalities 2 to 12. 
 
    
c M m µ 
2 6,26 3,18 3,10 
3 9,99 4,89 3,06 
4 15,83 8,15 2,81 
5 26,02 14,78 2,33 
6 38,78 23,31 1,90 
7 44,48 30,84 1,59 
8 33,95 27,31 1,25 
9 20,71 18,57 1,03 
10 12,72 12,12 0,90 
11 9,67 9,67 0,81 
12 8,87 8,87 0,74 
 
Example 3.26: Values for M, m and µ for all cardinalities (c). 
 
 
 
Applying the logarithmic minimum compression function to Formula 5 results in the following 
formula (Formula 9): 
 
 
  T (c-n)  = K [G(c)  . (S7(c-n)  + [∑(Sc-1(c-n))]/c)]    (Formula 9)160 
 
 
Finally, for reasons of elegance, every value of T(c-n) is multiplied by 2,25 to obtain degrees of tonality 
of 100 for the three tonal 7-sets.161 This results in the final T-formula (Formula 10). 
 
 
 T-Formula: 
  T (c-n)  = 2,25.K [G(c)  . (S7(c-n)  + [∑(Sc-1(c-n))]/c)]    (Formula 10) 
 
 
 
The values of the degree of tonality obtained with the T-formula are shown in Example 3.27 below. 
Exact T(c-n) values for all pitch class sets are listed in Appendix 1. 
                                                
160 For simplicity reasons, the weighing factors are not included in the representation of the average of the sums of Sc-1 
values. 
161 T(c-n) values are no percentage value. A T(c-n) value of 60 does not mean the pitch class set (c-n) has a degree of tonality of 
60%. It is just a relative value—without unit—between 1 and 100, 1 being the lowest possible degree of tonality, 100 the 
highest. 
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Example 3.27: Degree of tonality for all set classes 
obtained with the T- Formula (Formula 10). 
 
 
 
3.5 Application of the T-formula in analysis 
 
Although the T-formula is first and foremost constructed to assess the technique of CIG-serialism, it 
can also be used as an analytical tool. Indeed, the formula not only allows for the determination of the 
degree of tonality of any given pitch class set, but also of the instantaneous and average degree of 
tonality of any piece of music that is based on the pitch classes of the chromatic scale. The tonality 
analysis of such pieces gives an idea of how (the perception of) the degree of tonality changes in the 
course of a piece. The instantaneous degree of tonality of the majority of pieces (the degree of 
tonality at a specific moment of a piece’s progress) evolves during the course of the piece. Most pieces 
from before the 20th century have a high degree of tonality very soon after they start and at their very 
end, but what happens in between depends on the piece, the personal idiom of the composer, and the 
period in history the piece was written in. Music that is generally called tonal will show to have a high 
average degree of tonality when analysed with the T-formula, and what is generally called atonal 
music will show to have a low average degree of tonality. Therefore, although the approach with the 
tonality formula is different from traditional approaches (which do not use quantification) the result is 
similar and in accordance with general perception. 
 
The present section describes the Tonality Analysis Technique or TA-technique, which is  
developed to determine the average and instantaneous degree of tonality and to visualise the evolution 
of the instantaneous degree of tonality within the course of a piece. As a first step and basic idea in the 
TA-technique, the piece has to be divided into pc-set ‘sections’ chosen in such a way that they all have 
the highest possible degree of tonality. This approach can be justified by the fact that tonally 
acculturated listeners automatically and in many cases unconsciously interpret music according to a 
tonal framework, as was discussed in section 3.3. Whenever there is a possibility for tonally 
acculturated listeners to discern tonality in (a section of) a piece, they will perceive tonality. A short 
section with a relatively high degree of tonality in a highly atonal piece (such as the elements that had 
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to be avoided in atonal series, according to Reginald Smith Brindle) will be perceived as belonging to 
a tonal idiom. 
 
The TA-technique always operates backwards in time. This means that when the degree of tonality of 
a piece is determined at a certain moment of its progress, the pc-set section that determines the degree 
of tonality can only contain notes that have already sounded, with the moment for which the 
instantaneous degree of tonality is measured at the very end of the section. Although listeners have 
expectations about the further course of a piece (certainly when it belongs to common-practice)162, 
they can never be sure about the future development of a piece when they hear it for the first time. The 
degree of tonality can therefore only be determined on the basis of the information that is already 
conveyed to the listeners, as will become clear in the examples below. This renders the technique for 
tonality analysis developed here more in accordance with actual perception than the classical methods 
of functional harmonic analysis. In these classical methods, the very first chord of a piece is generally 
attributed a function (tonic in most cases), although in fact a listener cannot determine the function of 
this chord without knowledge of what still has to come. Indeed, on a purely perceptual level it is 
impossible for the listener to determine whether a piece is highly tonal or not after hearing the first 
note or chord.  
 
In traditional harmonic analysis, the G on the first beat of the Aria from Johann Sebastian Bach’s 
Goldberg Variations BWV 988 (from 1741), for instance, is generally analysed as a the root of the 
chord of G major with a tonic function (see Example 3.28). This, however, is only a theoretical 
statement. On hearing the notes of the first beat of the piece, a listener cannot possibly decide whether 
the note heard belongs to a piece in G major, and even less what its tonal function in the piece is.  
 
 
 
Example 3.28: Johann Sebastian Bach, Aria from Goldberg Variations BWV 988, bar 1-7. 
 
 
If the listeners know that the piece is by Bach or that it belongs to the tonal tradition of common-
practice music, they will expect it to be tonal, but they cannot conclude this from the perceptual 
information provided by the first beat. A single starting pitch class can belong to a highly tonal piece 
as well as to a highly atonal piece. Therefore, on the basis of perception, the listeners have to postpone 
their judgment about the degree of tonality of the piece (and the tonal function of the sounds heard). 
The degree of tonality is therefore T(1-1) = 1 on the first beat of Bach’s Aria.  
 
                                                
162 See David Huron, Sweet Anticipation: Music and the Psychology of Expectation, MIT press, 2006. 
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The onset of a piece has often got a low degree of tonality. The expectation163 of the tonally 
acculturated listener ‘predicts’ tonality however. As David Huron says: “Over the eons, brains have 
evolved a number of mechanisms for predicting the future.”164. This expectation may today be 
completely wrong.165 Kofi Agawu puts it like this:  
 
Beethoven’s Fifth Symphony begins with a four-note motive containing two 
pitch classes, G and Eb.166 In the universe of major and minor scales 
(including melodic, harmonic, and natural minor as distinct constructs) these 
two pitch classes belong to three major keys and eleven minor keys. You 
could say, therefore, that the opening is ambiguous in the sense that it gives 
rise to two or more harmonic meanings. It would be an extraordinary 
listener, however, who claimed to hear simultaneously fourteen different 
harmonic meanings at the beginning of Beethoven’s Fifth. Once a context is 
taken into account – and by ‘context’ I mean a series of additional texts – 
ambiguity dissolves into clarity. After all, this is a work in C minor, its 
opening plays with and against the Classical convention of beginning, the 
four-note motive is sequentially repeated on pitch classes F and D, and so 
on: these kinds of observation serve to eliminate most if not all of the 
alternative meanings.167 
 
The classical methods of tonal harmonic analysis are therefore highly theoretical, whereas the TA-
technique is more in accordance with actual perception. The following examples serve to illustrate the 
ideas and implementation of the TA-technique in practice.  
 
 
3.5.1 Highly diatonic music 
 
Let us return to the Aria from Bach’s Goldberg Variations first (see Example 3.28). As was 
mentioned, the piece starts with a single pitch class (G), with T(1-1) = 1. On the second beat a B is 
added. The piece consists of a pitch class set (of set class) [2-4] now (an instance of ic 4 consisting of 
G and B)168. The degree of tonality of the piece at this stage rises to T(2-4) = 12, and so do the 
expectations of the listener that the piece will prove to be highly tonal. 
 
On the last beat of bar 1, pitch classes A and D are heard for the first time. Although G and B do not 
sound at that moment, the listener still remembers them and constructs a Gestalt169 containing the four 
pitch classes G, B, A and D. This is an instance of [4-22], with a degree of tonality T(4-22) = 30. 
Similarly, in bar 2 and 3, F sharp, E and finally C sharp are added, respectively changing the pitch 
class set of the piece into a [5-27], [6-32] and [7-35] (see Example 3.29), and further raising the degree 
                                                
163 On expectancy: see Douglas A. Bernstein, Edward J. Roy, Thomas K. Srull, Christopher D. Wickens, Psychology, 
Houghton Mifflin Company, 2nd edition, 1991, p. 199. 
164 David Huron, Sweet Anticipation, p. 5. 
165 Stockhausen’s klavierstück X, for instance, begins with a major third (F-A), suggesting a tonic in F major, but continues 
in a highly atonal way. Schoenberg’s second piece of the Sechs Kleine Klavierstücke op. 19 similarly starts on a repeated 
major third (G-B) which is even extended to a perceived major triad on G with the added leading not (F sharp) at the end of 
the second bar, but the degree of tonality never gets higher than an exceptional peek of 63 (T(7-32i)) in the third bar, the 
average degree of tonality being a modest Tav = 34. 
166 See Example 1.10 c. 
167 Kofi Agawu, Ambiguity in Tonal Music: A Preliminary Study, in: Anthony Pople (ed.), Theory, Analysis and Meaning in 
Music, Cambridge University Press; New Ed edition (2 Nov 2006), p. 86. 
168 Note that [2-4] is not a standard Forte number for interval class 4 (ic 4), as was the case for [1-1], which is not a Forte 
number to indicate a single pitch class. 
169 The concept of Gestalt is here defined as a form or shape that has a meaning that is broader than and different from the 
summed meaning of its constituents (e.g. through the emergence of functionality, hierarchy, etc). The aesthetic idea for which 
an artwork is the sign vehicle (see Part 2) can also be seen as the idea of a Gestalt, an idea that represents its whole meaning, 
an “idea of something in total—of a Gestalt of a whole piece” (Felix Greissle, quoted in Joan Allen Smith (ed.), Schoenberg's 
Way, in Perspectives of New Music, Vol. 18, N°1/2 (Autumn, 1979 - Summer, 1980), p. 262). 
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of tonality to T(5-27) = 41, T(6-32) = 87, and finally T(7-35) = 100. At this point, the piece is completely 
diatonic and has reached the highest possible degree of tonality.  
 
 
 
Example 3.29: The pc-sets in bar 1-3 of the Aria of the Goldberg Variations. 
 
 
Surprisingly, the tonal diatonic set reached at this point corresponds to D major, and not—as the key 
signature and a possible perception of key would suggest—G major. This, however, is not an issue, 
since the TA-technique is only intended to indicate how tonal a piece is at a certain moment of its 
progress, not which key it is in. It should also be mentioned, that—based on the sonic elements 
present—the Aria could still be perceived in D major, starting on a IV (subdominant on G) in the first 
bar, moving to a tonic in bar 2 and then to a dominant (diminished seventh chord consisting of C 
sharp, E and G), but the first bar will steer most people’s perception in the direction of G major. If the 
piece is stopped on the second beat of bar 3, this can be perceived as a conclusion, and then the piece 
would be in D major; it would have (imperceptibly) ‘modulated’170 from G to D, or the listener could 
reinterpret the first chord as a subdominant in hindsight. Anyway, no matter which key is perceived, 
the piece is perceived as being ‘purely tonal’171. 
 
When C natural is added at the very end of bar 4, the perception can go different ways and so can the 
perceived degree of tonality. C sharp can be added to the [7-35] set reached so far, or one can leave C 
sharp out of the pitch class set and replace it by C natural to form a new Gestalt from the beginning of 
bar 4 (after the C sharp has stopped at the end of bar 3), but then B has to be left out as well, because 
there is no B in bar 4. So either the piece is perceived to be based on the pitch class set containing C, C 
sharp, D, E, F sharp, G, A and B (an instance of [8-23]) or (if C sharp is left out) on the set containing 
C, D, E, F sharp, G, and A, which is an instance of [6-33i], as is shown in Examples 3.30 a and b. The 
degree of tonality at this point would then be either T(8-23) = 69 or T(6-33i) = 87. Other strategies could 
also be considered, for instance making a tabula rasa and starting a whole new pitch class set 
containing only C, D and A (the notes sounding on the last quaver of bar 3). However, this is not what 
tonally acculturated listeners would do in their (unconscious) judgment.172 Their cultural conditioning 
inevitably makes them choose for the interpretation that yields the highest possible degree of tonality 
(in this case: T(6-33i) = 87).  
 
 
Example 3.30 a & b: Two possible perceived pitch class sets  
at the end of bar 4 of the Aria of the Goldberg Variations. 
                                                
170 I put ‘modulated’ between quotation marks, because no actual modulation happened. A modulation would suppose a 
replacement of one pitch class in the piece’s set by another (this includes transient modulations and momentary tonicization 
(see Robert Gauldin, Harmonic Practice in Tonal Music, W.W. Norton & Cie, 2nd edition, 2004, pp. 366 & 387) which is not 
the case here. 
171 Purely tonal means: with the highest possible degree of tonality (T = 100). 
172 As my friend and composer Luc Brewaeys claims: “I think most everybody who has been brought up within the Western 
musical tradition would inevitably look for tonal links in whatever type of music, old or new. I even think that this happens 
unconsciously”  (“ik denk dat zowat iedereen die grootgebracht is geweest in de westerse muziektraditie sowieso tonale 
verbanden probeert te zoeken in welke muziek dan ook, oude of nieuwe. Ik denk zelfs dat het ook onbewust gebeurt.” Luc 
Brewaeys in an e-mail to me on 26-03-2011 [my translation]). Composer and conductor Daan Janssens suggested that those 
links could be modal as well as tonal, but this makes no difference in my method of tonal analysis (Daan Janssens in a mail to 
me on 29-03-2011). 
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At the beginning of bar 5, a B is heard, which turns [6-33i] again into [7-35]. The degree of tonality 
rises again to T(7-35) = 100. The piece is indubitably in G major at this point. Even when F natural is 
added at the end of bar 5, all the pc’s of [7-35] (C, D, E, F, G, A, B) have sounded since the last 
appearance of F sharp, so the (perception of) degree of tonality is not affected by the occurrence of the 
chromatic change and the degree of tonality remains 100. 
 
As a general rule the instantaneous degree of tonality of a piece at a certain moment can be determined 
by considering all the pitch classes that sound at that moment, and then going back in time, adding all 
the pitch classes that occurred before that moment as long as the degree of tonality can be made 
higher. This corresponds to how tonally acculturated listeners (unconsciously) interpret the degree of 
tonality of a piece they listen to. They do have expectations of what lies ahead in time, but they can 
only judged what they have heard, and they try to interpret music ‘as tonally as possible’, as was 
discussed before. When there are different possible interpretations, the tonally acculturated listener 
involuntarily chooses the most tonal one. 
 
The evolution of the instantaneous degree of tonality of a piece can be represented in a graph such as 
the one in Example 3.31 below, which shows the evolution of the T-curve (a curve showing the 
evolution of instantaneous degree of tonality of a piece) for the first five bars of the Aria of Bach’s 
Goldberg Variations. The unit of the horizontal axis in this T-graph is a quaver (there are 6 quavers to 
a bar). The graph shows how the T-curve reaches the maximum (100) on the 17th quaver of the piece 
(when C sharp is heard for the first time, see Example 3.28) and stays there, apart from a very small 
drop in the degree of tonality on quaver 24 (caused by C natural at the end of bar 4). 
 
 
 
 
Example 3.31: T-curve for the first five bars of the Aria of the Goldberg Variations 
(unit of the horizontal axis = quaver). 
 
 
This is a typical T-curve for the onset of a highly diatonic piece belonging to the common-practice. 
The maximum degree of tonality is gradually reached, generally within the span of a couple of bars. 
The Vorspiel to Wagner’s Das Rheingold, is a rare exception to this rule because in it the highest 
degree of tonality is only reached after 129 bars. The first four bars contain only E flat. B flat is added 
in bar 5, suggesting a tonic-dominant relation to the tonally acculturated listener, although the degree 
of tonality is only T(2-5) = 14 at that moment. It takes another 13 bars before a next pitch class (G) is 
added (in bar 18) to form the major triad of E flat. The first 48 bars of this piece are completely based 
on that triad (set class [3-11i] in inversion, which has a value T(3-11i) = 20). In bar 49 and 50, two pitch 
classes are added to the piece (F and A-flat), thus getting closer to the scale of E-flat major forming an 
instance of set class [5-23] (the first five notes of the major tonal scale). The degree of tonality 
increases to T(5-23) = 58 at this point. In bar 129, the scale of E-flat major ([7-35]) has finally occurred 
0"20"
40"60"
80"100"
0" 5" 10" 15" 20" 25" 30" 35"
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in its entirety when C is added, and the piece reaches the highest possible degree of tonality (T(7-35) = 
100). So, while, according to the functionality-definitions of tonality, it is impossible to determine 
whether the first 136 bars of this Vorspiel are tonal because they only feature one chord (one tonal 
function), with the TA-technique it is possible to describe an evolution in the degree of tonality of the 
piece; an evolution that is in conformity with a perceived sense of tonality (most people will have 
determined that the piece is tonal by bar 136, and will perceive the E-flat major triad as the tonic in E-
flat major at this point). 
 
On the opposite extreme of such a slow build-up towards the highest degree of tonality, tonal pieces 
starting with the highest degree of tonality (with a T-curve starting on 100) are also rare. This happens 
only if a complete tonal 7-set is used from the very start of the piece. A rare (and early) example of 
such pieces is the ballet Les Elémens (from 1738) by Jean-Fery Rebel173. The first notes of Le Cahos—
the first movement of the ballet (see Example 3.32)—consist of a chord containing D, E, F, G, A, Bb 
and C# (an instance of [7-32]). 
 
 
Example 3.32: Jean-Fery Rebel, Les Elémens, opening chord. 
 
The opening bars of Richard Strauss’ Alpensymphonie constitute a remarkable example of how all the 
pitch classes of a [7-35] set (T(7-35) = 100) are not only introduced one by one, but also sustained in 
order to sound as a complete set from bar 3 on (see Example 3.33)174. 
                                                
173 This example was kindly suggested to me by dr. Luk Vaes. The example features in his doctoral dissertation: Luk Vaes, 
Extended Piano Techniques In Theory, History and Performance Practice, unpublished, 2009, pp. 92-3. 
174 The Augurs chord with which the Augurs of Spring of Stravinsky’s Sacre du Printemps starts is another example of a 
complete tonal 7-set ([7-32] in this case) right from the start of (a movement in) a piece of music. 
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Example 3.33: Richard Strauss, Alpensymphonie bar 1-12. 
 
 
The simultanious presence of many or all the pitch classes of a tonal diatonic set may lead to highly 
dissonant music, but it does not result in atonality.175 In Domenico Scarlatti’s Sonata in a minor K175, 
which is a “study in the playing of acciaccaturas […] [m]any of the chords contain up to ten notes, 
including some outside accepted hamony”176. This results in dissonant sound combinations, but not in 
highly atonal music as long as the notes in the chords belong to one of the tonal diatonic sets or to a set 
very similar to a tonal diatonic set, even if they do not belong to “accepted harmony”. This is 
illustrated in bar 25 of the sonata, shown in Example 3.34. The first and last quavers of this bar consist 
of chords containing six different pitch classes (if the acciaccatura F on the first chord is taken into 
account). The pc-sets formed by those pitch classes are subsets of [7-32] (harmonic D minor): [6-z24] 
and [6-z29] respectively. The degree of tonality of both sets is high (T(6-z24) = 87 and T(6-z29) = 73). The 
chords are therefore highly tonal. This would even be the case if the complete tonal diatonic set [7-35] 
would be sounded simultaniously. As was discussed before, such a chord may even be analysed 
functionally; it can be interpreted as a dominant 13th chord (see Example 3.11). 
 
 
                                                
175 The distinction between tonality/atonality and consonance/dissonance will be discussed in the chapter on consonance. 
176 Liner notes to: Scott Ross, Domenico Scarlatti, The Complete Keyboard Sonatas. (34 CD’s) Warner Classics, 2005, p. 94. 
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Example 3.34: Bar 25 of Domenico Scarlatti’s Sonata in a minor K175. 
 
 
Let us now return once again to the Aria from the Goldberg Variations. For the first five bars analysed 
above, the average degree of tonality is T(average) = 75,16. The average degree of tonality of a piece (or a 
section of a piece in this case) is calculated by adding the degree of tonality of all ‘time units’ in the 
piece (the units on the horizontal axis of the T-curve, quavers in this case) and dividing this sum by the 
total number of units. The average for the first five bars of the Aria is relatively low, because the 
section is taken from the start of the piece and it takes 17 quavers to reach the maximum degree of 
tonality. The average would only rise if it were calculated over a longer time span of any 
predominantly diatonic piece, or if the beginning of such a piece were left out of the picture. In the 
case of Bach’s Aria, the average degree of tonality for the first sixteen bars attains the very high value 
T(average) = 92,10, because from bar 7 on, the degree of tonality stays at 100, as can be seen from 
Example 3.35below. Without the first seventeen quavers of the piece, the average is even T(average) = 
99,67; almost purely diatonic. 
 
 
 
Example 3.35: T-curve for the first 16 bars of the Aria of the Goldberg Variations 
(unit of the horizontal axis = quaver). 
 
 
Note that not all modulations show on the T-curve. Modulations do not lower the degree of tonality of 
a piece if all the pitch classes of the tonal diatonic set of the new key have sounded between the first 
appearance of the altered pitch class and the last time the unaltered pitch class has sounded. We could 
term these modulations “careful modulations”. In bar 9 of the Aria, a C sharp is introduced (see 
Example 3.36), suggesting a modulation to D major. But since the last C natural (before the 
appearance of C sharp) sounded in bar 7 and the other six pitch classes that belong to the [7-35] sets of 
both G major and D major have sounded between this last C and the first C sharp (bar 8 and the first 
two beats of bar 9 contain, D, E, F sharp, G, A and B), there is no moment in bar 9 where not a 
complete tonal diatonic set can be perceived, and therefore the degree of tonality does not drop in bar 
9. A similar careful modulation occurs when C natural is reintroduced at the end of bar 13, so again 
the degree of tonality stays unaffected, as can be seen in the T-curve in Example 3.35. 
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Example 3.36: Johann Sebastian Bach, Aria from Goldberg Variations BWV 988, bar 8-14. 
 
 
 
3.5.2 Highly chromatic ‘tonal’ music 
 
The T-curve in Example 3.35 is typical for highly diatonic music (music without modulations or with 
predominantly careful modulations). Highly chromatic tonal music on the other hand usually has a T-
curve that looks rather different, as can be illustrated with the T-analysis of the 25th Goldberg 
variation. This variation starts with G and B flat on the first beat, forming ic 3 (a minor third) or an 
instance of set class [2-3] (see Example 3.37).  
 
 
 
Example 3.37: Johann Sebastian Bach, Variation 25 from Goldberg Variations BWV 988, bar 1-4. 
 
 
The degree of tonality of ic 3 is T(2-3) = 14. After a semiquaver a D is added turning pc-set [2-3] into a 
minor triad (set class [3-11]) with T(3-11) = 22.177 The addition of the grace note E flat raises the degree 
of tonality further to T(4-20) = 23. The chromatic note C sharp lowers the degree of tonality only slightly 
to T(5-z38i) = 22. The degree of tonality stays constant then until the introduction of A (demi-semiquaver 
on the third beat). When this A is added to the pc-set that was built up so far, we obtain [6-z43i] (T(6-
z43i) = 33). This is not the highest possible degree of tonality at that moment however: when the grace 
note E flat on the third semiquaver of the piece is left out we are left with a pc-set containing A, B flat 
                                                
177 “For an acculturated listener, a major or minor triad, sounded in isolation and without prior context, signals the tonic 
status of its root by default. In a process first described by Gottfried Weber […], a listener spontaneously imagines an 
isolated triad housed within a diatonic collection, signifying a tonic that bears its name.” (Richard Cohn, Audacious Euphony, 
Chromaticism and the Triad’s Second Nature, Oxford University Press, 2012, p. 8, reffering to Gottfried Weber, Attempt at a 
Systematically Arranged Theory of Musical Composition, Vol. 1, Translated from the 3rd edition by James F. Warner. Boston:  
J.H. Wilkins & R.B. Carter. Originally published as Versuch einer geordneten Theorie der Tonsetzkunst, B. Schott, 1846 
(1817-21)). 
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G, D and C sharp, an instance of [5-z18i] with T(5-z18i) = 34, which is a little bit higher; a difference 
that normally has theoretical importance only.178 It the present case however there is an extra argument 
to leave out E flat: it was ‘only’ a grace note and is perceived as such by tonally acculturated listeners 
who are acquainted with baroque idioms. The last semiquaver F on the second beat of the first bar 
changes [5-z18i] into [6-31i]. At this point, he degree of tonality takes a leap to T(6-31i) = 70. At the 
start of the third beat of bar 1, E flat and C are added. Leaving out C sharp results in a complete tonal 
diatonic set [7-35] with T(7-35) = 100.  
 
After a short chromatic moment at the beginning of the piece, the variation has become purely diatonic 
at this point, but the diatonicism is short-lived. The very last note in bar 1, C sharp is the onset of a 
new series of chromatic changes. It adds a pitch class to [7-35] resulting in [8-22i] with T(8-22i) = 68. 
Unlike in bar 9 of the Aria, leaving out C natural is not an option to obtain a pc-set with a higher 
degree of tonality, because only three other pitch classes (D, B and G) have sounded since the last 
occurrence of C natural. Example 3.38 lists all the pc-sets occurring in the tonality analysis of the first 
bar of Goldberg Variation 25. Example 3.39 shows the corresponding T-curve.179 
 
 
Example 3.38: pc-sets for tonality analysis of bar 1 
of Johann Sebastian Bach’s, Variation 25 from Goldberg Variations BWV 988. 
 
 
 
 
Example 3.39: T-curve for bar 1of Johann Sebastian Bach’s Variation 25  
from Goldberg Variations BWV 988 
(unit of the horizontal axis = demi-semiquaver). 
 
On the second quaver of bar 29, F sharp is introduced. The pitch class set with the highest degree of 
tonality ending on this F sharp contains F sharp, C, D, A, and G, which is an instance of [5-29] with 
T(5-29) = 51. A demi-semiquaver later the addition of B natural results in pc-set containing A, G, C, D, 
F sharp, and B, an instance of [6-z25] with T(6-z25) = 65. The degree of tonality is rising again. But 
then, after the grace note (D) on the second beat of bar 2, a very unexpected chromatic change 
(possibly a modulation) occurs when A flat is sounded. most listeners experience this as a surprise, 
and would probably expect A natural instead of A flat. This is reflected in the drop in T-value to T(8-13) 
= 39. The degree of tonality starts to rise again only when E flat occurs (E flat, F, C, G, A flat) with 
T(5-27i) = 50. On the last beat of bar 2, the whole 7-set [7-35] is reached again (D flat, F, B flat, E flat, 
                                                
178 In practice, the difference in degree of tonality between T(6-z43i) = 33 and T(5-z18i) = 34 is unperceivable. Furthermore, a 
slightly different T-formula may even have changed the relative order of degrees of tonality of two sets if the sets are tonally 
so similar. 
179 The scale of the curve in Example 3.39 may suggest that it takes a long time before the highest degree of tonality is 
reached, but this is only seemingly so. Even though the chromatic note C sharp keeps the degree of tonality down, the 
maximum degree of tonality is already reached after two beats into the piece.  
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C, G, A flat) and the degree of tonality becomes T(7-35) = 100, only to drop again to T(8-22i) = 68 when B 
natural is added on the very last demisemiquaver of the bar, exactly like at the end of bar 1.  
 
The average degree of tonality for the first two bars of the Variation 25 is T(average) = 57,48. Starting 
from the first time T reaches 100 the average is even higher: T(average) = 74,28. Although this piece is 
highly chromatic, its average degree of tonality is still high. The piece may therefore be considered to 
be highly tonal. The T-curve for the first two bars of Variation 25 is shown in Example 3.40. It has the 
typical curve for highly chromatic tonal music: always building up to the highest degree of tonality, 
but dropping again.  
 
 
 
 
Example 3.40: T-curve for bar 1 and 2 of Johann Sebastian Bach’s 
Variation 25 from Goldberg Variations BWV 988 
(unit of the horizontal axis = demi-semiquaver). 
 
 
 
 
Example 3.41: T-curve for bar 1 and 2 of Johann Sebastian Bach’s 
Praeludium in a BWV 889 from Das Wohltemperierte Klavier II 
(unit of the horizontal axis = demi-semiquaver). 
 
Example 3.41 shows the T-curve of the first two bars of another highly chromatic tonal piece, Bach’s 
Praeludium in a BWV 889 from Das Wohltemperierte Klavier book I. Many more examples of this 
approach can be found in the œuvre of Bach. Arnold Schoenberg used the theme of the Fugue in b 
minor BWV 869 from Das Wohltemperierte Klavier book 1, and several others as examples to support 
his claim that Bach was the first twelve-tone composer, because of the highly chromatic nature of his 
music.180 Schoenberg also claimed that “in the works of earlier composers many passages of extended 
                                                
180 See: Arnold Schoenberg, Style and Idea, edited by Leonard Stein, Translated by Leo Black, University of California Press, 
1975, p. 393. 
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tonality are to be found.”181 Extended tonality is the analogue of lowered degree of tonality. There is 
no doubt, however, that these works should be called ‘tonal’ in the common sense of the term. Doubt 
about the tonal nature of music started to occur during the course of the nineteenth century in the 
tonally ambiguous chromaticism in the music of Richard Wagner, Franz Liszt and others.182 
 
 
3.5.3 Extended tonality 
 
The opening bars of the prelude to Richard Wagner’s opera Tristan and Isolde (1859) constitute 
“perhaps the most famous, surely the most commented-on, single phrase ever written”183. The 
harmonic ambiguity of these bars raises questions about whether this music should be called tonal or 
not. Indeed, there is hardly ever a confirmation of a single key caused by “unresolved 
Dominantness”184, the highly chromatic nature of the melodic lines make it at times hard to 
unambiguously determine which notes belong to the key the piece is in at a certain moment and which 
ones are ‘chromatic’. The ambiguity of Wagner’s opera is illustrated most clearly in the Tristan-chord 
(as the chord F-B-D sharp-G sharp in bar 2 is traditionally called (see Example 3.42), which has been 
interpreted in many different ways; some theorists (Dominique Jameux, for instance) even claim there 
is no such thing as a Tristan chord, as it is “the mere result of counterpoint by contrary movement”.185 
 
A T-analysis of the opening bars shows that there is a gradual rise in the degree of tonality, but it never 
reaches the maximum before long. In the first phrase, the Tristan-chord, which is an instance of [4-27], 
brings the degree of tonality to a modest T(4-27) = 33, after which it descends back to T(4-25) = 17 at the 
beginning of the next bar, where new harmonic ambiguity is created, only to regain T(5-28) = 33 when 
A sharp resolves in B and is added to the [4-25] set at the beginning of the bar (see Example 3.42). 
 
 
Example 3.42: T-values for the opening bars (1-3) of Wagner’s Tristan and Isolde. 
 
                                                
181 Arnold Schoenberg, Structural Function of Harmony, W.W. Norton & Company, revised edition 1969, p. 79. 
182 “Neo-Riemannian theory [as elaborated in the writings of a.o. David Lewin and Richard Cohn] arose in response to 
analytical problems posed by chromatic music that is triadic but not altogether tonally unified. Such characteristics are 
primarily identified with music of Wagner, Liszt, and the subsequent generations, but are also represented by some passages 
from Mozart, Schubert, and other pre-1850 composers” (Richard Cohn, Introduction to Neo-Riemannian Theory: A Survey 
and a Historical Perspective, in Journal of Music Theory, Vol. 42, N°. 2, Neo-Riemannian Theory, 1998, pp. 167-8), 
Whereas neo-Riemannian theory mainly addresses triadic music (“chromatic tonality”), stressing harmonic transformations 
and the relations between harmonies independent of a tonic, the T-formula applies to a broader range of music, but is more 
limited in its analytic scope. It has a completely different goal altogether. (see also Steven Rings, Tonality and 
Transformation, Oxford University Press, 2011, and Richard Cohn, Audacious Euphony, Chromaticism and the Consonant 
Triad’s Second Nature, Oxford University Press, 2012). 
183 Richard Taruskin, The Oxford History of Western Music, Volume 3: Music in the Nineteenth Century, Oxford University 
Press, 2010, p. 540. 
184 Daniel Harrison, Harmonic Function in Chromatic Music, A Renewed Dualist Theory and an Account of its Precedents, 
The University of Chicago Press, 1994, p. 155. 
185 See: Claude Abromont & Eugène de Montalembert, Guide de la Théorie de la Musique, Fayard/Henry Lemoine, 2001, p. 
310. 
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The next phrase (upbeat to bar 5) starts with a repeat of the pitch class (B) that ended the first phrase. 
Therefore the T-value stays unaltered. The following G sharp was also part of the [5-28] set that ended 
the previous phrase, so still no change occurs. The addition of G natural at the end of bar 5 turns [5-
28] into [6-z49], raising the degree of tonality to its highest level so far: T(6-z49) = 45. The new 
harmonic ambiguity at the beginning of the next bar lowers the degree of tonality back to T(4-27) = 33. 
It stays rather constant then until the end of the phrase. In the next phrase the degree of tonality 
reaches a new high in bar 10 (T(5-25) = 52 or T(7-29) = 53, two very similar values) as can be seen in 
Example 3.43. 
 
 
Example 3.43: T-values for the opening bars (5-11) of Tristan and Isolde. 
 
 
The T-curve of the first eleven bars of the Prelude to Tristan and Isolde (Example 3.44) shows how in 
every consecutive phrase the highest degree of tonality increases (33 in phrase 1, 45 in phrase 2, and 
53 in phrase 3). Therefore, although the degree of tonality never reaches the maximum of 100 (which 
causes the doubt whether the piece can be called tonal), an expectation is created in the perception of 
the listeners that the piece may become more and more tonal. This expectation is met in bar 21, where 
the highest degree of tonality (T(7-32) = 100) is reached for the first time (see Example 3.45). 
 
 
 
 
Example 3.44: T-curve for bar 1-11 of Wagner’s Tristan and Isolde. 
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Example 3.45: Bar 18-21 of  Tristan and Isolde. 
The degree of tonality reaches its maximum (T(7-32) = 100) for the first time in bar 21. 
 
 
Similar tendencies can be observed in other tonally ‘problematic’ music from Franz Liszt (for instance 
in his Bagatelle sans tonalité S216a from 1885) to Max Reger (Reger’s Cello sonata N°3 in F major 
op. 78 from 1904, for instance reaches the maximum degree of tonality after highly complex 
divagations and digressions). A typical T-curve of the highly chromatic late nineteenth century music 
of what is sometimes called ‘extended tonality’ tends towards the highest degree of tonality but only 
rarely completely reaches it, only to abandon it immediately. It is only when the tendency towards 
maximum degree of tonality disappears and the T-value never reaches 100 (or only on very rare 
occasions) that the threshold of atonality is reached or crossed. This is the case in much of 
Schoenberg’s pre-dodecaphonic music from after 1908  (the year of composition of his Second String 
Quartet). The next analysis illustrates this. 
 
 
3.5.4 ‘Atonal’ music 
 
Arnold Schoenberg’s Klavierstück op. 33a (composed in 1928-1929) is a dodecaphonic composition. 
Unlike Alban Berg’s approach to dodecaphony, Schoenberg avoids links with tonality in his twelve-
tone pieces. Indeed, the degree of tonality of his music stays low.  
 
 
 
 
Example 3.46: T-values for Arnold Schoenberg, Klavierstück op. 33a (bar 1-4). 
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Example 3.46 shows the first four bars of the score of op. 33a with indication of the T-values for the 
first three bars. The T-curve corresponding to those three bars is given in Example 3.47. Note that, 
however the degree of tonality fluctuates heavily, there is no tendency towards T=100, as was the case 
in highly chromatic ‘tonal’ music. Peaks like the one in bar 3 of T(6-z29) = 73 do occur, but on average 
the degree of tonality stays continuously low. The average degree of tonality for the first three bars is 
33,01, and there is no tendency towards higher degrees of tonality in the rest of the piece. This is why 
Schoenberg’s Klavierstück op. 33a and similar pieces are commonly called ‘atonal’, meaning: ‘having 
a low degree of tonality throughout’. 
 
 
 
Example 3.47: T-curve of Schoenberg’s Klavierstück op. 33a, bar 1-3 
(unit of the horizontal axis = quaver). 
 
 
It is interesting to note that Paul Hindemith makes a harmonic analysis of bars 19 to 29 of 
Schoenberg’s op. 33a.186 Although this approach may seem a little farfetched in the case of 
Schoenberg’s music, it shows that, even in highly atonal music, it is apparently possible for tonally 
‘biased’ listeners to perceive tonal functions. 
 
 
3.5.5 highly atonal music 
 
If it is true that CIG-serialism yields highly atonal music, as is the central claim of the present 
dissertation, this should be reflected in the T-curve of pieces written with that technique. A look at the 
T-curve of the first seven bars of my piece Après la pluie, for piano and live electronics (2008) should 
provide clarification. As can be seen in Example 3.48, the piece starts with pitch classes E and D 
sharp, interval class 1 with degree of tonality T(2-1) = 9. The whole first bar of this piece is based 
on the same instance of [2-1]. Therefore the degree of tonality stays constant during this 
whole bar. When F is introduced during the first beat of the second bar, the degree of tonality, 
which was already low, decreases to T(3-1) = 7. This is slightly lower than T(2-1) = 9, therefore 
whenever only two notes sound together only pc-set [2-1] could be taken into consideration. However, 
since the pedal is extensively used, it seems more appropriate to consider [3-1]. On the third beat of 
bar 2 the degree of tonality moves to T(4-1) = 8. When A flat is introduced in bar 3, the pc-set with the 
highest degree of tonality at that point is again an instance of [4-1], so the degree of tonality stays T(4-1) 
= 8 until the occurrence of C sharp on the first beat of bar 6. The pc-set with the highest degree of 
tonality at this point is—maybe surprisingly—a hexachord: [6-z36i], consisting of (C sharp, G, A flat, 
                                                
186 Paul Hindemith, The Craft of Musical Composition, Book 1: Theory, Schott & Co., 1942, pp. 217-9. 
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F sharp, F and E), with T(6-z36i) = 24. This sudden rise in degree of tonality occurs as a result of a single 
‘non-chromatic’ note (C sharp). Indeed, until then every new note added to the extension of a 
chromatic cluster (E, D sharp, F, G flat, G, A flat); C sharp creates a gap in this cluster, which is 
reflected in an (albeit limited) increase in degree of tonality. The introduction of D in the middle of bar 
6 lowers the degree of tonality back to T(6-5i) = 18, and finally, in bar 7, it becomes a modest T(7-5i) = 
13. 
 
 
Example 3.48: T-values for Après la Pluie, bar 1-7. 
 
The T-curve for the first seven bars of Après la pluie is shown in Example 3.49. Characteristic for this 
T-curve (and for the T-curves of all my works written with the technique of CIG-serialism) are the 
slow fluctuations of degree of tonality. These are a result of the fact that my idiom is based on the use 
of central notes and CIG’s (the series notes and the notes surrounding them) over a relatively long 
period of time. T-curves of my pieces characteristically tent to contain a lot of ‘plateaus’, where the 
degree of tonality stays constant. This contrasts strongly with the T-curves of Schoenberg’s works, 
where pitch classes and pitch class sets change much faster (as can be seen in Example 3.46), resulting 
in strong fluctuations as in Example 3.47. 
 
 
 
Example 3.49: T-curve for Après la Pluie, for piano and live electronics, bar 1-7. 
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More important than the stability of T-values is the fact that the degree of tonality stays very low in 
Après la Pluie. Even with the short ‘outburst’ of T(6-z36i) = 24, the average degree of tonality for the 
first seven bars of the piece is T(average) = 14,65, less than half the value of Schoenberg’s op. 33a. It 
seems therefore appropriate to conclude that CIG-serialism does indeed yield highly atonal music. 
 
!
3.6!A!note!on!polytonality!
!
To conclude the assessment of tonality, some remarks on polytonality (the simultaneous occurrence of 
two or more different keys in a piece of music) seem appropriate. According to Mark Delaere, the 
“predominant music-historical interpretation of polytonality [in the 1920s] is best summarized in the 
following quotation from Darius Milhaud”187: 
 
At this time (1910) I clearly felt the existence of two parallel traditions in the 
recent evolution of European music: 
1. The Latin one, based on the affirmation of tonality, with its themes always 
clearly expressed in intervals belonging to major or minor scales or the two 
together. This tradition, in its normal course, was about to produce polytonality, 
wherein different keys are used simultaneously, each of them, however, retaining 
its purely tonal character. 
2. The German one, which since Wagner had been based on an urge for constant 
change of the tonal centre, the orientation of the shifting harmonic material (and 
consequently the identity of each new centre) being made evident by the 
introduction of chords of the dominant seventh. The sequences and incessant 
modulation characteristic of the music of the Germans led them inevitably to the 
chromatic scale.188 
 
The “German tradition” corresponds with the idea of extended tonality addressed above (in Section 
3.5.3). It is in the sense of Milhaud’s “Latin tradition” that polytonality is understood in the present 
context. Delaere summarizes “the criteria for polytonal writing put forward in what [he describes] as 
the collective pursuit of a theory of polytonality during the 1920s in France”189 as follows: 
 
1. Use diatonic pitch material and the triad (or, one may add, any other classified 
tonal chord) as its harmonic expression only. Classified chords should preferably 
be in root position and clearly separated from one another in musical space. 
2. Combined keys should be related as remotely as possible; compound chords 
should have at least two chromatically related pitches. 
3. If rapid and unambiguous, modulations are possible. 
4. A polytonal composition preferably begins in one key, a second layer being 
added only later on. It takes time to establish different tonal centres; a single 
compound chord will not do. 
5. With the exception of Monier, all authors consider bitonality on perceptual 
grounds as the preferred form of polytonality. 
6. Contrasting textures, rhythms, registers and instruments help to perceive tonal 
polarity.190 
 
                                                
187 Mark Delaere, ‘Autant de compositeurs, autant de polytonalités différentes’:Polytonality in French Music Theory and 
Composition of the 1920s, in Felix Wörner, Ullrich Scheideler and Philip Rupprecht (ed.), Tonality 1900-1950. Concept and 
Practice, Stuttgart: Franz Steiner Verlag, 2012, p. 157. 
188 Darius Milhaud, To Arnold Schoenberg on his Seventieth Birthday. Personal Recollections, in : The Musical Quarterly 
XXX/4, 1944, p. 380, quoted in Mark Delaere, ‘Autant de compositeurs, autant de polytonalités différentes’, pp. 157-8. 
189 Mark Delaere, ‘Autant de compositeurs, autant de polytonalités différentes’, p. 163. 
190 Mark Delaere, ‘Autant de compositeurs, autant de polytonalités différentes’, p. 163.  
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It is remarkable that both Milhaud and Delaere define polytonality in terms of the use of “intervals 
belonging to major and minor scales or the two together”, and of “diatonic pitch material”. Delaere 
specifies further that “the exclusive use of diatonic pitch material in each tonal layer and of the triad as 
the basic unit of harmonic expression within those tonal layers” is “common to all polytonal music”191, 
and that according to Georges Monier, a composer and music editor who “had been influential in 
establishing modern music in Belgium during the early 1920s […] [c]hromaticism is strictly 
forbidden, since it endangers tonal identification.”192  
 
To assess Delaere’s sixth criterion, I have composed three fragments for research purpose called 
Polytonal variations (see Appendix 5). The fragments are written for flute, viola da gamba and piano. 
In the first variation, the three instruments play in clearly distinct meters, ‘keys’ and rhythms: the flute 
plays long note values in slow legato quadruple time based on the pitch classes of the complete tonal 
diatonic set of C Major; the Gamba plays a simple five beat rhythmic ostinato (using the pitch classes 
of the complete tonal diatonic set of E Major) and the piano plays a hectic and irregular staccato 
rhythm with no perceivable meter (based on the complete tonal diatonic set of A flat Major). The 
registers of the three instrumental lines never overlap. It appeared to be quite easy to discern the three 
tonal layers and perceive them as being highly tonal.193 In the second variation, two out of the three 
parts are transposed in order to merge their registers. The perceptibility of polytonality proved to be 
harder than in the first variation. The third variation is based on exactly the same material as the 
second, but this material is distributes randomly over the three instruments. The perception of 
polytonality becomes problematic at this stage, since the layers no longer have contrasting textures. 
 
The approach of the TA-technique described above does not take into consideration the possibility of 
polytonality. It results in T-values for polytonal music that are in most cases194 too low according to 
the actual perception by the listeners. Indeed, when Delaere’s criteria 2 to 6 are present in a polytonal 
piece (as is the case in the first of the Polytonal Variations), the listeners will be able to distinguish the 
different tonal layers and perceive them as such. They will not perceive the piece as atonal, although 
T-analysis may result in very low T-values. Therefore, whenever music can be perceived as polytonal, 
T-analysis should be performed on the different tonal layers independently. 
 
!
!
 
 
 
 
 
 
 
 
                                                
191 Mark Delaere, ‘Autant de compositeurs, autant de polytonalités différentes’, p. 159.  
192 Mark Delaere, ‘Autant de compositeurs, autant de polytonalités différentes’, p. 162.  
193 The first and third variation were performed during an experiment by Hans Roels at the Hogeschool Gent as part of his  
research on “hyper-polyphony”. 
194 This is certainly the case when the simultaneous keys are harmonically far apart, having few different pitch classes in 
common, such as when the set of C Major and F sharp Major are used at the same time. 
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!
!
Chapter!4.!! Consonance!and!dissonance!
!
!
4.1 Introduction 
 
The second assumption in the development of CIG-serialism as a means to obtain an atonal and 
dissonant musical idiom was the assertion that ic 1 is the most dissonant interval class. The claim that 
an interval class can be the most dissonant suggests that dissonance (or consonance as the opposite of 
dissonance) can be quantified in some way, as is the case with tonality. The first objective of the 
present chapter is to develop a method to quantify consonance. In order to do this, the concept of 
consonance has to be defined in a way that allows for such quantification whilst still corresponding 
with generally accepted definitions of consonance. Only after clear definition can the development of a 
formula for the quantification of consonance be attempted. This formula can then be implemented to 
assess the claim that CIG-serialism results in a highly dissonant sound idiom.  
 
The idea of quantification of consonance is not as controversial as is the idea of quantifying tonality. 
As will be discussed, several researchers have attempted to elaborate such quantification, albeit with 
different but mostly similar outcomes. 
 
 
4.2 Definitions and types of consonance 
 
As was the case for the concept of tonality, the concept of consonance has a long history and is highly 
tradition-laden; therefore many definitions have been developed over the centuries. Today, the term 
‘consonance’ is used with several different meanings. Still, a thorough assessment of the definitions of 
consonance reveals that the concept is less controversial than the concept of tonality, although—as 
will be seen—the criteria for defining consonance may differ. This is because the different meanings 
of the term ‘consonance’ can, by and large, be clearly distinguished by adding specifying adjectives. 
Thus, a clear distinction can be made between harmonic and melodic consonance or between musical 
and sensory consonance. Before determining the exact meaning of the concept of consonance used in 
the present context, a concise overview of different types of consonance is discussed next. 
 
 
4.2.1 Harmonic and melodic consonance 
 
The term ‘consonance’ presupposes the presence of at least two tones—one tone sounding in 
combination with (‘con-sonare’) at least one other tone.195 The two (or more) tones may sound 
simultaneously or consecutively. When two tones sound simultaneously they are said to form a 
harmonic interval; when they sound consecutively they form a melodic interval. The consonance of 
the intervals is called harmonic consonance in the former case, melodic consonance in the latter. 
 
Melodic consonance is a feature of a melodic interval. Whether a melodic interval is perceived as (or 
called) consonant or dissonant depends on the idiomatic context the interval occurs in, and is generally 
related to common-practice tonality. In the idioms of common-practice tonality all augmented and 
diminished melodic intervals (including the tritone) are considered dissonant. This is not the case in 
                                                
195 As will be discussed, in tonal harmony, single notes are sometimes called dissonants when they require resolution and in 
many cases preparation, but even this dissonance has to be interpreted as ‘dissonance within a chord or context’. A seventh, 
for instance, is a dissonant in a seventh chord because the seventh and the fundamental note of the chord form a dissonant 
interval. 
 92 
atonal music, because in atonal music “notes that are harmonically equivalent (like B flat and A sharp) 
are also functionally equivalent”196. This feature is called enharmonic equivalence. It entails that 
there are no augmented or diminished intervals, nor are there any major, minor or perfect intervals. All 
intervals in atonal music only have an interval content of a particular amount of semi-tones (indicated 
by the pitch or pitch class interval number). Intervals are determined by their content, not by interval 
names, and by pitch class numbers, not by note names. E sharp, F natural and G double flat are 
instances of the same pitch class. One might as well claim that all intervals can be at the same time a 
selection of major, minor, perfect, augmented or diminished, and even double or triple diminished or 
augmented, as can be seen in Example 4.1 below, showing different representations of the same pitch 
interval.197 Since all representations in Example 4.1 are equivalent, it is impossible to decide whether 
the interval—here represented as a harmonic interval, but the same applies to melodic intervals—is a 
minor third, an augmented second, a double diminished fourth, or a triple augmented unison. 
 
 
 
Example 4.1:  Representations of a pitch interval of three semitones that are equivalent in atonal music. 
 
 
Harmonic consonance (or dissonance) is a feature of at least two simultaneously sounding tones, in 
other words, of harmonic intervals or compounds (chords). Since, in the present dissertation, 
consonance and dissonance are considered within a context of atonality, harmonic consonance is the 
only type of consonance that will be considered henceforth. 
 
In the common-practice period of Western art Music, we divide [harmonic] 
intervals into consonant intervals, either perfect or imperfect, and dissonant 
intervals. 
1.  Perfect intervals include the perfect unison, the perfect octave and the perfect 
5th. 
2. Imperfect consonances include 3rds and 6ths, both major and minor. 
3. Dissonant intervals include 2nds and 7ths, both major and minor. 
4. The perfect 4th and tritone are generally considered dissonant, but may be 
consonant in some contexts.198 
 
 
 
Example 4.2: Classification of consonances and dissonances in common-practice tonality 
(after: Robert Gaudlin, Harmonic Practice in Tonal Music, W.W. Norton & Company, 2nd edition 2004, p. 17). 
 
 
                                                
196 Joseph N. Strauss, Introduction to Post-Tonal Theory, Pearson Prentice Hall, 3rd edition, 2005, p. 4. 
197 In practice, composers of atonal music will often use the most ‘practical’ representation, avoiding ‘augmented’ and 
‘diminished’ representations, avoiding accidentals (certainly double sharps and flats) as much as possible, and using notations 
that relate to those of common-practice tonality, since most Western performers are acquainted with them. Most composers 
will, for instance write the melodic line B – A sharp – B, rather than B – B flat – B, since it suggests a functional relationship 
(possible leading note – tonic) and since it is diatonic rather than chromatic, two features that are familiar to most performers 
educated in the Western Classical tradition. 
198 Robert Gaudlin, Harmonic Practice in Tonal Music, W.W. Norton & Company, 2nd edition 2004, p. 17. This division is 
also used in fuxian species counterpoint (see for instance: Felix Salzer, Structural Hearing, Tonal Coherence in Music, Dover 
Publications, 1952, p. 57). 
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Reginald Smith Brindle uses a similar subdivision and applies it to atonality. According to him, the 
“group of consonances (apart from the unison) consists of only three intervals (the fifth, major third, 
and minor third) and their inversions (fourth, minor sixth, and major sixth). The inversions are 
regarded as being less consonant than the original interval. […] [T]here are five dissonant intervals, 
but […] one of them, the tritone, can in certain situations assume a consonant character”199. According 
to Smith Brindle there are “four unambiguously dissonant intervals. The minor seventh is not as 
dissonant as the major second. In turn, these dissonances are mild in comparison with the harsh 
dissonance of the major seventh, and the still harsher minor second. Again, it will be noticed that these 
dissonances really comprise only two intervals (the major and minor second) and their inversions. The 
inversions are less dissonant than the original intervals.”200 To sum up, Reginald Smith Brindle orders 
harmonic intervals according to their “degree of tension” from weak to strong. The tritone has, 
according to him, a “variable degree of tension” (see Example 4.3). 
 
 
Example 4.3: Smith Brindle’s classification of intervals from weak to strong dissonants,  
according to their “degree of tension” 
(source: Reginald Smith Brindle, Serial Composition, Oxford University Press, 1966, p. 37). 
 
 
Note the difference between the two classifications. According to Gauldin (Example 4.2), the perfect 
fourth is “usually” dissonant, whereas for Smith-Brindle (Example 4.3) it is a strong consonance (an 
interval with weak tension). Similar discrepancies will occur in the subsequent section where 
experimentally determined consonance indices will be discussed.  
 
 
4.2.2 Musical and sensory consonance 
 
Consonance can be further divided into musical and sensory consonance. Musical consonance is a 
feature of tones or tone combinations within a (musical) context; sensory consonance applies to tone 
combinations in isolation. Allan B. Smith claims: “It is important to recognize the differences between 
tonal [or sensory] consonance as an immediate, isolated property of tones pairs and key context 
stability [musical consonance] being dependent on the context of surrounding tones.”201 
 
 
4.2.2.1 Musical consonance 
 
The concept of musical consonance can be interpreted in two ways. A first kind of musical consonance 
has to do with “tension” and “resolution”. In some musical idioms—such as common-practice 
tonality—there are notes or chords that need to be “resolved” in certain contexts, which means they 
have to be followed by specific other notes or specific chords. All notes or note combinations that 
require such “resolution” in a functional context are considered dissonants. According to Carol 
Krumhansl, musical consonance “refers to intervals that are considered stable or free of tension, and 
constitute good resolution”202. Note that musical consonance in this sense, resolution-based musical 
consonance, may also apply to single notes (not only simultaneous combinations of notes). A leading 
note sounding alone, for instance, is a dissonant note in this sense. 
 
                                                
199 Reginald Smith Brindle, Serial Composition, Oxford University Press, 1966, p. 36. 
200 Reginald Smith Brindle, Serial Composition, p. 36. 
201 Allan B. Smith, A “Cumulative” Method of Quantifying Tonal Consonance in Musical Key Contexts, in Music Perception: 
An Interdisciplinary Journal, Vol. 15, N°2 (Winter, 1997), University of California Press, p. 176. 
202 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, Oxford University Press, 1990, p. 51. 
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Note combinations that require resolution are called “unstable”. In Roger Kamien’s wording: "An 
unstable tone combination is a dissonance; its tension demands an onward motion to a stable chord. 
Thus dissonant chords are 'active'; traditionally they have been considered harsh and have expressed 
pain, grief, and conflict."203 Mieczyslaw Kolinski calls resolution-based musical consonance the 
“functional approach”. He states that: 
 
 [the ‘functional’ approach] contends that an interval or chord is dissonant or 
consonant according to whether or not it requires a resolution. The rules for 
functional appreciation of consonance and dissonance have been established 
within the framework of traditional harmony, but even there the same interval or 
chord, depending on its harmonic function, may or may not require a resolution 
and, therefore, be dissonant in one context and consonant in another one. Even 
the perfect consonance of a fifth might become a pronounced ‘functional’ 
dissonance […].204 
 
This defining of dissonance in terms of “active” chords (that need to be resolved) traditionally links 
consonance and dissonance to (tonal) functionality, and can therefore be called functional 
consonance and dissonance. More generally, one may claim—as Krumhansl does—that musical 
consonance “depends strongly on the musical style and also on the particular context in which the 
interval is sounded.”205 Since my research focuses on music that is not written in a tonal idiom, 
functional consonance and dissonance are irrelevant within the context of the present dissertation. The 
definition of consonance and dissonance that is relevant within the present context should be 
independent of the tonal tradition.206 
 
As was mentioned, the functionality-related definition(s) of musical consonance or musical dissonance 
can apply to single tones within a musical context. Charles Rosen claims that it is a general 
misconception about dissonance in music that “in order for a dissonance to exist at least two notes 
must be played together.”207 This is indeed the case for musical consonance, but not for sensory 
consonance, as will be discussed in a moment. Rosen claims: 
 
It is precisely this effect of ending, this cadential function, that defines a 
consonance. A dissonance is a musical sound [not necessarily a simultaneous 
combination of sounds] that must be resolved, i.e. followed by a consonance: a 
consonance is a musical sound that needs no resolution, that can act as a final 
note, that rounds off a cadence. Which sounds are to be consonances is 
determined at a given historical moment by the prevailing musical style, and 
consonances have varied radically according to the musical system developed in 
each culture.208 
 
 
Rosen further claims that dissonances “cannot be used to end a piece or even a phrase (except, of 
course, if one wants to make an unusual effect of something incomplete, broken off in the middle)”209. 
This depends completely on the musical idiom used, and does not apply to idioms—like mine—where 
there is no such thing as a musical consonance or dissonance. In such idioms, no sound ‘must’ be 
resolved. 
 
                                                
203 Roger Kamien, Music: An Appreciation, Mc Graw-Hill, 6th brief Edition, 2008, p. 41. 
204 Mieczyslaw Kolinsli, Consonance and Dissonance, in: Ethnomusicology, Vol. 6, N°2, 1962, p. 66. 
205 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 51. 
206 Other aspects that may influence the perception of consonance and dissonance include temperament (tuning) and timbre. 
These aspects are not discussed here either since they are not relevant in the present context. 
207 Charles Rosen, Arnold Schoenberg, University of Chicago Press, 1975, p. 23. 
208 Charles Rosen, Arnold Schoenberg, p. 24. 
209 Charles Rosen, Arnold Schoenberg, p. 24. 
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The second type of context-related (musical) consonance and dissonance is relative musical 
consonance. This type starts from the idea of sensory consonance, but compares the ‘degree’ of 
consonance of chords or tone compounds (pc-sets) within a musical context. Whether a pc-set is 
perceived as consonant or dissonant depends on the consonance or dissonance of the chords preceding 
it.210 Reginald Smith-Brindle writes: “After a succession of dissonances the fourth appears as a stable 
consonance […] but after a succession of consonant intervals, the fourth can be less stable, having a 
‘cadential’ tendency for the upper note to resolve downwards.”211 This claim applies to any interval: 
after ‘more’ dissonant intervals, a ‘more’ consonant interval will appear ‘very’ consonant; within a 
highly consonant context, the same interval may be perceived as dissonant. In a piece consisting 
mainly of harmonic intervals of octaves and fifths (ic 5), for instance, a sudden major third (ic 4) will 
be perceived as dissonant compared to the intervals that precede it. However, the exact same major 
third will sound very consonant when it is preceded by minor second intervals (ic 1). 
 
Relative musical consonance is comparable to the phenomenon of surrounding-influenced perception 
of brightness, hue and vividness in visual perception. The brightness, hue or vividness of a colour 
patch is perceived differently with differing surroundings.  
 
Vivid as the colours around us seem, their brilliance is manufactured in the eye. 
Our eyes gauge the brightness, hue and vividness of patches of colour by relating 
them to the shade, hue and vividness of their surroundings, and we can draw 
figures […] to show how the same colour looks very different when it appears in 
different surroundings.212 
 
This phenomenon can be clearly illustrated by the famous example of the chess-shadow illusion 
shown below (Example 4.4). In Example 4.4 a, square 2 on the chessboard appears to be lighter than 
square 1, although both squares have the same brightness, as can be seen in Example 4.4 b. The 
illusion of different brightness originates from a context-based interpretation by the perceiver. Square 
2 is surrounded by darker squares than square 1, making it appear brighter. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
a      b 
 
Example 4.4: Chess-shadow illusion:  
a) apparent different brightness of squares 1 and 2 on the chessboard;  
b) the line shows that both squares have the same brightness 
(source : http://www.chrismadden.co.uk/wordpress/?p=25 [last accessed: 30-10-2010]). 
                                                
210 Chords following the chord in question can have no influence on its perceived consonance, since they have not been 
sounded yet.  
211 Reginald Smith Brindle, Serial Composition, p. 36. Smith Brindle does not clearly distinguish between musical and 
sensory consonance here. He uses the concept of relative musical consonance in a discussion of sensory consonance. 
Although relative musical consonance is related to sensory consonance, it should still be clearly distinguished from it. 
212 Simon Ings, Matters of light and darkness, 2009, http://simoningsmirror.wordpress.com/2009/10/26/matters-of-light-and-
darkness/ [last accessed: 31 January 2014]. 
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The chess-shadow illusion proves that the difference in brightness is not a feature of the observed 
object (the squares on the chessboard) but an entirely perceptual illusion. The same can be said about 
relative musical consonance. Whether a harmonic interval or a chord is perceived more or less 
consonant in this sense is not determined by the physical sound complex but by perceptual 
interpretation. One may therefore wonder why, in the case of visual perception, the phenomenon is 
called an illusion, whereas this is not done for relative musical consonance. Some auditory phenomena 
are recognized as illusions (e.g. binaural beats, Deutsch’s scale illusion, glissando illusion, Shepard 
scale213), why not relative musical consonance?214 
 
Relative musical consonance is not very relevant for the purpose of the present dissertation, since it is 
my aim to achieve a sound idiom with a constant high degree of dissonance. This means that the 
degree of dissonance of the simultaneously sounding tones is meant to be relatively constant. All 
harmonic intervals will therefore be perceived as more or less equally dissonant. At the end of the 
chapter, the concept of musical consonance will be addressed briefly again, but it will be left out of 
further discussion due to its restricted relevance. In the rest of the text only sensory consonance will be 
considered. This is discussed next. 
 
 
4.2.2.2 Sensory consonance 
 
Groves Dictionary describes sensory consonance as follows: 
 
‘Sensory consonance’ refers to the immediate perceptual impression of a sound as 
being pleasant or unpleasant; it may be judged for sounds presented in isolation 
(without a musical context) and by people without musical training. ‘Musical 
consonance’ is related to judgments of the pleasantness or unpleasantness of 
sounds presented in a musical context; it depends strongly on musical experience 
and training, as well as on sensory consonance. These two aspects of consonance 
are difficult to separate, and in many situations judgments of consonance depend 
on an interaction of sensory processes and musical experience. 
 
Historically, some theorists have argued that the basis of perceived consonance is 
physiological or sensory (Helmholtz, 1863), while others have attributed it to the 
learning of relatively arbitrary cultural patterns (Lundin, 1947). However, one 
should not regard these theories as mutually exclusive. The relative importance of 
sensory factors and learning in a particular musical culture will depend on the types 
of sound being presented, on the instructions given and on the musical experience 
of the listeners. Psychoacoustic studies have usually emphasized sensory 
consonance, and tried to explain it in terms of the physical nature of the sounds and 
the way the sounds are analysed in the peripheral auditory system.215 
 
John Fauvel claims that “two notes are consonant if they sound ‘pleasing’ when played together”216. 
David Huron and Carol Krumhansl use similar definitions. Huron defines (sensory)217 consonance as 
                                                
213 Personally I don’t perceive the Shepard scale as a single scale, but as a continuous succession of scales. 
214 This consideration leads us to the philosophical problem of perception, more specifically to the “argument from illusion” 
as an argument against Direct Realism (the claim that we perceive objects as they are, that we are directly aware of “normal 
objects”). See for instance: A.D. Smith in “The Problem of Perception”: “concerning the immediate object of awareness and 
the normal object: […] one possesses a genuine attribute that the other lacks.” (A.D. Smith, The Problem of Perception, 
Harvard University Press, 2002, p. 8). 
215 Groves dictionary online, lemma “consonance”, referring to Hermann von Helmholtz: Die Lehre von den 
Tonempfindungen als physiologische Grundlage für die Theorie der Musik, Brunswick, 1863, and: Robert W. Lundin: 
Towards a Cultural Theory of Consonance, in: Journal of Psychology, xxiii, 1947, pp. 45–9 [last accessed: 23 February 
2013]. 
216 John Fauvel, Raymond Flood & Robin Wilson (eds.), Music and Mathematics, From Pythagoras to Fractals, Oxford 
University Press, 2003, p. 13. 
 97 
“[t]he idea that some sounds or sound-combinations are more beautiful or euphonious than others”218, 
and dissonance as “[t]he idea that some sounds or sound-combinations are less euphonious than 
others. An ancient idea that has received numerous treatments. Psychoacoustic research supports a 
low-level auditory irritation dubbed ‘sensory dissonance’ that is related to the timbre, register, and the 
interval class content for sonorous moments.”219 Note that Huron refers to psychoacoustics, which 
suggests that interpretation is not the mere result of subjective taste. Krumhansl claims that sensory220 
consonance “refers to the attribute of particular pairs of tones that, when sounded simultaneously in 
isolation, produce a harmonious or pleasing effect”221. 
 
Linking consonance and dissonance to impressions of pleasantness or unpleasantness, beauty or 
euphony, may be problematic. According to Charles Rosen, it is a second general misconception about 
consonance that “a dissonance is a disagreeable noise”222. Rosen claims that dissonance is “[t]he 
primary means of musical expression”223. It is clear that he rejects the taste-based concept of sensory 
consonance and dissonance. I agree with this rejection, because it could turn consonance and 
dissonance in a merely subjective concept. I perceive ic 1 as very pleasant, but this does not make it 
consonant, not even for me. Mieczyslaw Kolinski states this idea as follows:  
 
The two most widely accepted descriptive definitions of consonance and dissonance 
could be termed ‘aesthetic’ and ‘functional’. The former conceives of consonance as 
of a ‘pleasant’ or ‘satisfying’, and of dissonance as of a ‘disagreeable’ or ‘shocking’ 
simultaneous tone combination. Evidently, such an ‘aesthetic’ appreciation remains 
highly relative and subjective and largely varies according to style and individual 
taste, but above all the aesthetic approach does not touch the core of the problem; 
For example, theortists and musicians agree that a fifth is more consonant than a 
third though many people might prefer the sound of a third to that of a fifth.224 
 
 
This does not mean I reject the idea of sensory consonance and dissonance altogether; I only claim that 
it has to be based on other criteria, independent of any aesthetic or taste-based judgment. 
 
 
4.3 Criteria for sensory consonance and dissonance 
 
Attempts to quantify the consonance of harmonic intervals have been made by several researchers, 
each according to their own criteria. These criteria may be subjective and assessed with experimental 
(mainly psychoacoustic) methods involving the judgment of other people, but they may also be 
objective, based on features of the sounds involved or on physiological (non-perceptual225) features of 
the auditory system. 
 
A brief overview of some seminal experiments and calculations to determine consonance indices for 
intervals (values indicating the level or degree of consonance of intervals) will be given next. This is 
not a comprehensive overview; it is only meant to briefly sketch a context with which my own 
calculations can afterwards be compared. 
                                                
217 Huron and Fauvel don’t specify that their definitions apply to sensory consonance and dissonance, but it is clear from the 
context that this is the kind of consonance and dissonance meant. 
218 David Huron, Sweet Anticipation: Music and the Psychology of Expectation, MIT Press, 2006, p. 411. 
219 David Huron, Sweet Anticipation, p. 413. 
220 Krumhansl uses the term “tonal consonance” (see: Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 51). 
221 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 51. 
222 Charles Rosen, Arnold Schoenberg, p. 23. 
223 Charles Rosen, Arnold Schoenberg, p. 23. Rosen adds that this “is true at least for Western music since the Renaissance” 
(p. 23). 
224 Mieczyslaw Kolinsli, Consonance and Dissonance, in: Ethnomusicology, Vol. 6, N°2, 1962, p. 66. 
225 Perception is here defined as “the process through which people take raw sensations from the environment and interpret 
them, using knowledge, experience, and understanding of the world, so that the sensations become meaningful experiences” 
(Douglas A. Berstein, Edward J. Roy e.a., Psychology, Houghton Mifflin Company, 2nd edition, 1991, p. A-26). 
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4.3.1 Subjective versus theoretical criteria in ‘classic’ experiments 
 
Classic determination of consonance (or dissonance) indices has been done by researchers such as 
Hermann Helmholtz226 (1885), Constantine Frithiof Malmberg227 (1918), Kameoka and Kuriyagawa228 
(1969), or Hutchinson and Knopoff229 (1979).230 Their outcomes were synthesized by David Huron in 
his 1994 article Interval-Class Content in Equally Tempered Pitch-Class sets231. Karol Krumhansl 
gives an extensive description of the methods and criteria used in her book Cognitive Foundations of 
Musical Pitch (1990).232 Some of those studies are theoretical, others use experimental methods based 
on subjective criteria for the interpretation of consonance.  
 
Hermann Helmholtz calculated consonance indices based on assessments of “roughness… for equal-
tempered and simple-ratio tunings”233. He promoted the hypothesis “that the difference between 
consonant and dissonant intervals is related to beats of adjacent partials”234. Reinier Plomp and Willem 
Levelt further developed the Helmhotz model of beats in 1965.235 
 
Constantine Malmberg’s studies were partly theoretical but he also carried out a series of experiments 
in the psychological laboratory of the State University of Iowa between 1911 and 1913. “The object of 
this investigation is first to establish the ranking order of the musical intervals within the octave c'c" 
with respect to the degree of consonance, and second, to standardize a measurement of the perception 
of consonance.”236 The following (subjective) criteria were used:  
 
For consonance:  
1. Blending: a seeming to belong together, to agree.  
2. Smoothness: relative freedom from beats.  
3. Fusion: a tendency to merge into a single tone, unanalyzable.  
4. Purity: resultant analagous [sic] to pure tone. (See Wundt.)237  
 
For dissonance:  
1. Disagreement: incompatibility.  
2. Roughness: harshness, unevenness or intermittence.  
3. Disparateness: separateness or seeming to stand apart analyzable, "twoness".  
4. Richness: resultant analogous to rich tone.  
 
In terms of these factors we may then define consonance as follows: When the two 
tones of a two-clang tend to blend or fuse and produce a relatively smooth and pure 
                                                
226 Hermann Helmholtz, On the Sensations of Tone as a Physiological Basis for the Theory of Music, A.J. Ellis, Ed. & Trans., 
Dover, 1954 (originally published in 1885). 
227 Constantine Frithiof Malmberg, The Perception of Consonance and Dissonance, in: Psychological Monographs Vol. 25, 
1918, pp. 93-133. 
228 Akio Kameoka & Mamoru Kuriyagawa, Consonance Theory Part II: Consonance of Complex Tones and its Calculation 
Method, in: The Journal of the Acoustical Society of America, Vol. 45, N° 6, 1969, pp. 1460-69. 
229 William Hutchinson & Leon Knopoff, The Acoustic Component of Western Consonance, in: Journal of New Music 
Research, Vol. 7, N°1, 1978, pp. 1-29. 
230 Those are all discussed in Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, Oxford University Press, 1990. 
231 David Huron, Interval-Class Content in Equally Tempered Pitch-Class sets: Common scales exhibit optimum tonal 
consonance, in Music Perception: an Interdisciplinary Journal, Vol. 11, N°3, 1994, pp. 289-305. 
232 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, pp. 50-62. 
233 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 52. 
234 Reinier Plomp & Willem J.M. Levelt, Tonal Consonance and Critical Bandwidth, Journal of the Acoustical Society of 
America, Vol. 38, 1965, p. 548. 
235 Reinier Plomp & Willem J.M. Levelt, Tonal Consonance and Critical Bandwidth, pp. 548-60. 
236 Constantine Frithiof Malmberg, The Perception of Consonance and Dissonance, p. 93. 
237 “Restfulness a feeling of completeness, finality or satisfaction, with its opposite disquietude a feeling of incompleteness, 
needing to be resolved, was first adopted as a fifth criterion, but it soon developed that it must be dropped as it is a variable 
criterion directly due to progression and association, which must be excluded.” (Constantine Frithiof Malmberg, The 
Perception of Consonance and Dissonance, p. 108). 
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resultant, they are said to be consonant. Dissonance is the reciprocal of this.238 
 
In Malmberg’s studies “[a] number of different instrumental timbres were employed […], and the 
criteria of consonance varied (pleasantness, smoothness, fusion, purity, rhythmic coincidences, and 
some purely mathematical and theoretical criteria). Despite these differences, the obtained rankings 
exhibited considerable convergence”239. One of his experiments “presented musically experienced 
listeners with all possible pairs of two-tone intervals (spanning an octave range or less) and recorded 
for each pair which interval was preferred”240. Malmberg’s studies resulted in two tables of 
consonance values: a table of “ranks” and a table of “data”.241 
 
In Kameoka & Kuriyagawa’s experimental studies, “[s]ubjects seated in an auditorium judged the 
difference of consonance between the paired tones and assigned one of the numbers -2, -1, 0,+1, and 
+2 according to the subjective distance in consonance”242. 
 
Hutchinson & Knopoff, finally, developed: 
 
 [a] formalism […] for providing a measure of dissonance in a superposition of 
complex tones. The formalism is based on an extension of the Helmholtz- Plomp and 
Levelt model of beating as the cause of dissonance.  
For dyads this measure of dissonance gives a good fit to psychological rank 
orderings of dissonance and its absence (consonance), and to orderings of 
consonance and dissonance found in Western common practice and pedagogy. A 
logarithmic scale for the perception of consonance and dissonance is indicated.243 
 
Example 4.5 below lists the consonance values (or indices) for all interval classes244 obtained by the 
researchers discussed. Examples 4.6 a through g show a graphical representation of the values for 
interval class 1 to 6 (on horizontal axis). Note that the Malmberg data and Huron values are actually 
dissonance indices (the value rises with increasing degree of dissonance). The important element here 
is not so much the scale and absolute values of the consonance indices (vertical axis in the graphs), but 
their relative values. Those become clear in the graphs.  
 
 
Interval 
class 
Helmholtz 
ET 
Helmholtz 
simple-ratio 
Malmberg 
Ranks 
Malmberg 
Data 
Hutchinson 
& Knopoff 
Kameoka & 
Kuriyagawa 
Huron 
1 76 70 11,29 0 0,4886 285 -1,428 
2 25 32 9,5 1,5 0,269 275 -0,582 
3 24 20 6,6 4,35 0,1109 255 0,594 
4 18 8 4,65 6,85 0,0551 250 0,386 
5 3 2 3,1 7 0,0451 245 1,24 
6 18 20 8,28 3,85 0,093 265 -0,453 
 
Example 4.5: Consonance values for six classic studies and synthesis by David Huron 
(sources: Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 57, 
and David Huron, Interval-Class Content in Equally Tempered Pitch-Class sets, p. 294). 
 
                                                
238 Constantine Frithiof Malmberg, The Perception of Consonance and Dissonance, p. 108. 
239 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, Oxford University Press, 1990, p. 56, referring to the table 
of consonances in Example 4.5 based on the results of this experiment. 
240 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 56. 
241 See: Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 57. 
242 Akio Kameoka & Mamoru Kuriyagawa, Consonance Theory Part II: Consonance of Complex Tones and its Calculation 
Method, in: The Journal of the Acoustical Society of America, Vol. 45, N° 6, 1969, p. 1464 [my italics]. 
243 William Hutchinson & Leon Knopoff, The Acoustic Component of Western Consonance, in: Journal of New Music 
Research, 7:1, 1978, p. 1. 
244 The researchers (with the exception of David Huron) determined values for intervals rather than interval classes, but for 
the purpose of the present research, I restrict the results to interval classes. 
 100
 
a) Helmholtz Equal Temperament. 
 
 
 
 
 
b) Helmholtz simple-ratio. 
 
 
 
 
c) Malmberg ranks. 
 
 
 
0"10"
20"30"
40"50"
60"70"
80"
1" 2" 3" 4" 5" 6"
0"10"
20"30"
40"50"
60"70"
80"
1" 2" 3" 4" 5" 6"
0"2"
4"6"
8"10"
12"
1" 2" 3" 4" 5" 6"
 101 
 
d) Malmberg data. 
 
 
 
 
e) Hutchinson & Knopoff. 
 
 
 
f) Kameoka & Kuriyagawa. 
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g) Huron. 
 
Example 4.6 a-g: Consonance indices values (vertical axis) of interval classes 1 to 6 (horizontal axis) for six classic studies 
and synthesis by David Huron. 
 
 
Comparing the results in Examples 4.6 a to g shows “substantial agreement”245 between at least six of the seven 
graphs. In all graphs but Huron’s (Example 4.6 h), the values decrease (they increase for Malmberg’s data 
(Example 4.6 d)) from ic 1 to ic 5, making ic 1 the most dissonant interval class and ic 5 the most consonant. The 
rate of decent may differ (compare the almost linear descent in Malmberg ranks (Example 4.6 c) or the gap 
between ic 1 and ic 2 in Helmholtz’s ET results (Example 4.6 a) with the ‘logarithmic’ curve of the other 
graphs), but the tendency is identical, with only one exception: in Huron’s result ic 3 is more consonant than ic 4 
(see Example 4.6 g). 
 
As important as the similarity of values for ic 1 through ic 5 is the discrepancy for the value of the ic 6 index. 
Malmberg, Huron, and Kameoka & Kuriyagawa place ic 6 between ic 2 and ic 3; Helmholtz has identical values 
for ic 4 and ic 6 in Equal Temperament and for ic 3 and ic 6 in simple ratio; Hutchinson & Knopoff, finally, end 
up with a value for ic 6 between that of ic 3 and ic 4. There is, in other words, no consensus about the degree of 
consonance of ic 6 and its position in the ranking list. This conclusion will be important in my own calculation of 
consonance indices. 
 
 
4.3.2 Physiological criteria and evolution 
 
Subjective criteria of perception and judgment of consonance such as those used by some of the 
researchers discussed in the previous section may be partly physiological—determined exclusively by 
the physical characteristics of the human auditory system in the ear and the central nervous system—
but they are not exclusively so—or at least, it is probably impossible to differentiate. There are, 
however, criteria that are purely physiological. 
 
For instance, “Helmhotz (1885/1954) noted that, when two notes that are close but not identical in 
frequency are sound together, the listener has a sensation of beating or roughness.”246 This is a 
physiological phenomenon; it is not a result of aesthetic judgment, but of the way our auditory system 
functions. The idea results in the fact that consonance is register-related and “a given interval will be 
less consonant in lower registers.”247  
 
                                                
245 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 59. Krumhansl only considers the six ‘classic’ studies. 
246 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 52. 
247 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 53. 
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This idea was later replaced by “a more general concept of interference between component 
frequencies within what is known as the critical bandwidth”248. According to Rainier Plomp and other 
researchers at the Dutch Institute for Perception Research, Helmholtz’s idea of beating caused by tones 
with frequencies that lie close together was too simple. 
 
Slow beats do not give a sense of dissonance, but merely a rising and falling of 
amplitude. Further, as we gradually separate the frequencies of two sine waves or 
“pure tones”, we hear a disagreeable roughness even when the frequencies are so 
far apart that we no longer distinguish beats. The range of frequencies in which we 
hear beats or roughness is called the critical bandwidth.249 
 
Greenwood (1961), and Plomp and Levelt (1965) explained the phenomenon of 
sensory dissonance in a somewhat different way [than Helmhotz]. Using the 
concept of “critical bandwidth,” sensory dissonance was described as a function of 
the frequencies of the two pure tones, rather than as a function of the number of 
beats perceived. In that study […] the term “tonal consonance” is used to describe 
the lack of sensory dissonance. That is, a tone combination that is low in sensory 
dissonance is said to be high in tonal consonance.250  
 
Such physiological criteria may be used to determine consonance indices. They may be termed 
‘objective’ since no subjective (aesthetic) judgment is involved. Only the possible divergences in the 
way the auditory systems of separate individuals functions may account for a difference in perception, 
but these divergences are mostly small (at least for individuals with ‘normal’ auditory systems) and the 
differences in perception are therefore probably irrelevant.  
 
Not only are physiological criteria highly identical for all human listeners, it is also safe to say that 
over the 400 years of evolution of tonality, it is not the physiologically perceived degrees of 
dissonance or the consonance of intervals that have evolved. 400 years are probably too little to 
account for the gradual evolution of the physical perception of consonance in the ear or the 
functioning of the auditory cortex might have undergone (especially since it is not clear which 
evolutionary advantage such an evolution may have had over this extremely short period of human 
evolution).251 Therefore it is not unreasonable to claim that the physical (physiological) perception of 
consonance has not changed enough over the last 400 years to say that degrees of dissonance or the 
consonance indices of intervals have evolved noticeably. What has evolved is the cultural 
acceptability of consonance.  
 
Indeed, Western music has continuously evolved towards an increasing degree of atonality and 
dissonance even long before the start of the twentieth century. The tendency can be observed in the 
evolution of consonance and ‘tonality’252 from ancient Greek times, over the Middle Ages, 
Renaissance, all the way to Debussy, Ravel, and Messiaen, as can be seen in the diagram in Example 
4.7.  
                                                
248 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, p. 53. 
249 John R. Pierce, The Science of Musical Sound, W. H. Freeman and Company, New York, 1992, pp. 78-9  [original italics]. 
250 Allan B. Smith, A “Cumulative” Method of Quantifying Tonal Consonance in Musical Key Contexts” in Music 
Perception: An Interdisciplinary Journal, Vol. 15, N°2 (Winter, 1997), University of California Press., pp. 175., referring to 
Donald D. Greenwood, Critical Bandwidth and the Frequency coordinates of the basilar membrane, Journal of the 
Acoustical Society of America, Vol. 33, N°4), pp. 1344-56, and Reinier Plomp & Willem J.M. Levelt, Tonal Consonance 
and Critical Bandwidth, Journal of the acoustical Society of America, Vol. 38, pp. 548-60. 
251 In the case of gustatory perception (our sense of taste), it is the case that “[t]he bitter rejection response consists of a suite 
of withdrawal reflexes and negative responses. It is generally assumed to have evolved as a way to facilitate avoidance of 
food that are poisonous because they usually taste bitter to humans” (John I. Glendinning, Is the Bitter Rejection Response 
always Adaptive?, Physiology & Behavior, Vol. 56, N°6, 1994, p. 1217). No such evolutionary advantage has ever been 
demonstrated in the case of perception of consonance and dissonance. 
252 Remember that the term tonality is here used in the broad sense of relation with the diatonic scales, not in the historical 
sense that distinguishes between modal and tonal music. According to the latter, music from before the start of the 
seventeenth century can be called neither tonal nor atonal. For more details on the historical evolution of consonance and its 
perception, see for instance: Jacques Chailley, Traité Historique d’Analyse Musicale, Paris: Alphonse Leduc, 1951, pp.14-16. 
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Example 4.7: Historical evolution of consonances, 
showing when the indicated intervals became accepted in triadic chords 
(source: Jacques Chailley, Traité Historique d’Analyse Musicale, p. 15). 
 
 
 
The role of cultural evolution in the perception of consonance is described by Gareth Loy as follows:  
 
Consonance appears to be influenced, but not determined, by underlying 
psychological principles we all share. It seems as well to be a matter of taste 
decided differently by each musical culture and each age. The harmonies in the 
chorales of J.S. Bach, for example, do not strike the modern ear as particularly 
dissonant; however, listeners of his age sometimes found them shocking. A similar 
progression has occurred with the music of Mozart, Beethoven, Wagner, Mahler, 
Debussy, Stravinsky, Schoenberg, among others. So where intervals are concerned, 
it seems that familiarity breeds consonance.253 
 
Richard Parncutt addresses the acceptance of non-diatonic music that evolved in parallel with the 
evolution of consonance acceptance. He observed that ”[t]he fact that many [non-diatonic] pieces have 
now been accepted into the concert repertoire supports the idea that any new style can be appreciated 
given sufficient exposure to that style, and provides evidence against the theory that diatonicism is in 
some way more “natural” than other ways of organizing pitch in music”254. The link between 
consonance and tonality will become clear in the discussion of the similarities between PC- and T-
formulas. 
 
With Arnold Schoenberg came the complete “emancipation of dissonance”255, disconnecting 
consonance and dissonance entirely from triadic thinking. For twenty-first century people, a minor 
second is not less dissonant than it was for people during the Renaissance, but it is considered 
acceptable in a composition. For me at least a minor second doesn’t sound less dissonant than it did 
when I was a child, as far as I can tell, but I have learned to appreciate its beauty. For me, and for 
many people with a similar cultural development, any collection of intervals is acceptable in a 
composition. The beauty of a composition is not determined by its level of consonance or dissonance, 
but by what is done with the tones and collections of tones that form the composition. A minor second 
may be an appealing interval to me (like I could have a preference for bitter food), but it can be very 
ugly when it is not used in a way I can appreciate in a composition. I would term certain dissonances 
in a piece in baroque style ugly and misplaced, but I would find the same dissonance incredibly 
                                                
253 Gareth Loy, Musimathics, the mathematical foundations of music, volume 1, MIT press, 2006, p. 60. 
254 Richard Parncutt, Harmony, A Psychoacoustical Approach, Springer Verlag Berlin, 1989, p. 6. 
255 Arnold Schoenberg, Style and idea, Leonard Stein,  (ed.), Leo Black (transl.). Berkeley & Los Angeles: University of 
California Press, 1975, p. 260. 
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beautiful in another context. There is no single collection of tones that I could not find beautiful in the 
right context, even collections using other intervals than those of the Equal Temperament. If I restrict 
my research to Equal Temperament, it is because I have chosen to restrict my music to that tuning (I 
use quarter tones and other micro-intervals only to add colour to notes in Equal Temperament, and not 
in a structural way, as was discussed in Chapter 1). 
 
Let me conclude this historico-aesthetic digression with the claim that, even if it is true that the 
perception of consonance has a physiological basis, this means little or nothing within the realm of 
aesthetics. The ‘dictate’ of the physiological basis would even constitute a significant inhibition for 
every aesthetic development. Culture is by definition in opposition with  (though complementary to) 
nature. Every culture is different from human nature and the urge for cultural expression is part of 
human nature. A clear distinction has therefore to be drawn between nature and culture. 
 
 
4.3.3 Objective criteria 
 
If one wants to avoid the objections resulting from ‘aesthetic’ criteria for the definition of consonance 
and the determination of its degrees, one has to start from other criteria, criteria that do not involve 
(aesthetic) judgment since they are subjective. “Judgments of consonance also show effects of 
training, experience, development, and the particular methodology employed.”256 When we want to 
avoid those ‘subjective’ criteria for the determination of consonance or dissonance indices, the 
empirical results discussed above are inadequate. Other criteria have to be chosen, criteria that can be 
called ‘objective’. 
 
 
4.3.3.1 Tint affinity257 
 
A candidate for a so-called ‘objective’ criterion is provided by Kolinski’s ‘tint-approach’. Kolinski 
calls “the quality that is identical in octave tones but is distinct in other tone relations” “tint”. “The 
Western tone system”, he says, “consists of a series of twelve different tints”258. He claims: 
“consonance is not fusion or homogeneousness in general but homogeneity of tints; accordingly, 
dissonance is heterogeneity of tints.”259 Consonance, he writes, is determined by ‘tint affinity’, “the 
degree of affinity between two tints [which] depends on their distance in the circle of fifths”260. 
“According to the quintal principle [the tint affinity-approach] the most consonant triads should be 
those formed by three tints adjacent in the circle of fifths”261 (such as D-G-C).262  
 
At first sight it looks like Kolinski’s criterion of ‘tint affinity’ is based on a feature of the sounds that 
are combined, not on the perception or interpretation of those sound combinations. There are some 
problems with the criterion however. A first problem is that it makes a major second more consonant 
than a minor or major third,263 a claim that is not supported by most experimental and theoretical 
studies or by common perception. An additional problem is that Kolinski claims “[t]here exists no 
direct tint affinity between tones separated by more than four steps in the circle of fifths”264, which 
makes it unclear what the assumption of tint affinity is based on to begin with. It stays unclear what 
exactly this mysterious feature of ‘tint affinity’ refers to. Indeed, it is also unclear what is meant by the 
“quality shared by octave tones”. Can it be measured objectively or is it only perceived—making it 
                                                
256 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, Oxford University Press, 1990, p. 54. 
257 Tint affinity is here described as only one of many possible ‘objective’ criteria. Again, it is not the objective of the present 
text to give a comprehensive overview of possible criteria. 
258 Mieczyslaw Kolinsli, Consonance and Dissonance, in: Ethnomusicology, Vol. 6, N°2, 1962, p. 67. 
259 Mieczyslaw Kolinsli, Consonance and Dissonance, p. 67 [author’s original underlining left out]. 
260 Mieczyslaw Kolinsli, Consonance and Dissonance, p. 68. 
261 Mieczyslaw Kolinsli, Consonance and Dissonance, p. 69. 
262 This would make fourth chords more consonant than major or minor triads, a claim that may well be justified. 
263 Kolinski states that some medieval theorists (e.g. Arezzo) also considered the major second as more consonant than the 
minor third (Mieczyslaw Kolinsli, Consonance and Dissonance, p. 68). 
264 Mieczyslaw Kolinsli, Consonance and Dissonance, p. 68. 
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subjective after all? Kolinski provides a hint for an answer to this question when he writes that “basic 
consonance results from tint identity and tint affinity and […] these phenomena evolve from the 
specific properties of the fundamental intervals octave, fifth and fourth due to the simplicity of their 
vibration ratios 1:2:3:4”265. 
 
Simplicity of frequency ratio’s may indeed be a workable objective criterion for the determination of 
consonance indices, as will be discussed next, but simple frequency ratio results in a different order of 
consonance than tint affinity. As will be seen, it makes thirds more consonant than seconds, for 
instance.  It is therefore unclear how tint identity and affinity ‘result’ from simple frequency ratios. 
This causal relation is also unclear in Kolinski’s next claim that “there exists a close psychological 
parallelism between tint relations and vibration ratios. Consequently, we have to assume universal 
validity of the concept of basic consonance and dissonance”266.  
 
If ‘tint affinity’ results from simple frequency ratios, it is only a detour to arrive at the concept of 
consonance based on simple frequency ratios. Why then not use simple frequency ratios as the direct 
criterion for consonance? 
 
 
4.3.3.2 Simple frequency ratios 
 
The fact that some of the empirical dissonance indices discussed above are based on ‘subjective’ 
criteria is problematic because these subjective criteria may differ from individual to individual. 
Indeed, I for one consider ic6 to be more dissonant than ic 2, whereas the discussed dissonance indices 
ascribe a lower value to the dissonance index of ic 6, making it more consonant than ic 2. Not 
surprisingly, there is no consensus about the empirical dissonance indices for ic 6: as we have seen, 
Malmberg as well as Kameoka and Kuriyagawa’s indices situate ic 6 between ic 2 and ic 3; 
Helmholtz’s simple-ratio index and Hutchinson and Knopoff’s index for ic 6 are comparable to that of 
ic 3, whereas Helmholtz’s ET-index makes ic 6 considerably more consonant than ic 3—at the same 
level as ic 4—which does not reflect my personal perception.  
 
The criterion of simple frequency ratios of ‘pure’ intervals267, starting from the definition of 
consonance in terms of “the singular nature of tone intervals with frequency ratios corresponding with 
small integer numbers”268—as Greenwood and Plomp & Levelt state—proves to be a valuable 
‘objective’ solution to the problem. Indeed, consonance is sometimes defined in terms of the 
‘simplicity’ of frequency ratio’s.269 John Fauvel, for instance, claims: “Consonance is both a 
psychological and a physical criterion: two notes are consonant if they sound ‘pleasing’ when played 
together. In physical terms this seems to occur when the frequency ratio of the two notes is a ratio of 
low integers: the simpler the ratio, the more consonant are the two notes”270. In Fauvel’s claim, the 
‘pleasing’ character of consonant intervals results from the fact that the objective ratio of the 
frequencies of the tones in the interval is ‘simple’; he does not define consonance in terms of the 
subjective pleasing character. The basis for his definition of consonance is, in other words, objective, 
not subjective. The (subjective) ‘pleasing’ character of consonant intervals is therefore irrelevant in the 
definition. As Max Meyer wrote: “All we know is that the degree of consonance depends in some 
manner upon the simplicity of numerical relations”271, and that is all that is relevant in the present 
context.  
                                                
265 Mieczyslaw Kolinsli, Consonance and Dissonance, p. 70. 
266 Mieczyslaw Kolinsli, Consonance and Dissonance, p. 70. 
267 The frequency ratio of an interval is the mathematical fraction that has the frequency of the highest tone of the interval as 
a numerator and the lowest tone as a denominator.  
268 Reinier Plomp & Willem J.M. Levelt, Tonal Consonance and Critical Bandwidth, in: Journal of the acoustical Society of 
America, Vol. 38, p. 548. 
269 For a review of theories on frequency ratio-based consonance, see: Reinier Plomp & Willem J.M. Levelt, Tonal 
Consonance and Critical Bandwidth, pp. 548-60. 
270 John Fauvel, Raymond Flood & Robin Wilson (eds.), Music and Mathematics, From Pythagoras to Fractals, Oxford 
University Press, 2003, p. 13. 
271 Max Meyer, Contributions to a Psychological Theory of Music, University of Missouri Studies, 1, 1901, p. 60. 
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Frequency ratio is an adequate criterion for an additional reason. I am not in the first place looking for 
a criterion for consonance that is consistent with a psycho-physiological explanation (because so far 
there is no consensus on such a criterion, although Fauvel suggests there is a causal link between 
simple frequency ratio and ‘pleasantness’ of perception), but for a criterion that is consistent with the 
way I approach consonance in my music: I regard consonance and dissonance as a feature of the sound 
combination, as “something inherent in the intervals”272, resulting in a perception that may be different 
from individual to individual, not as a purely perceptive characteristic. In this sense, I consider 
consonance and dissonance as an acoustic quality. Therefore, my consonance indices have to be based 
on an objective criterion. Furthermore, I treat consonance and dissonance from an aesthetic point of 
view, not in the sense of aesthetic judgment, distinguishing between "consonant is pleasant” and 
“dissonant is unpleasant", but more generally in the sense of assessing how consonance and 
dissonance fit within my aesthetic idiom, within my aesthetic universe (see Chapter 7). Even if there is 
a causal relation between the simplicity of frequency ratios and the ‘pleasing’ perceptive character of 
consonance, and even if there seems to be—according to Fauvel—a factual relation between the two, 
this is only of secondary importance for my purpose. 
 
 
4.4 Consonance indices, a mathematical model 
 
The purpose of the present section is to theoretically determine consonance indices starting from the 
criterion of simple frequency ratios. These consonance indices will then serve as a basis to determine 
the degree of consonance of all possible pitch class sets (or set classes). As was the case in the 
discussion on tonality, consonance is a question of ‘degree’. A sound combination is not either 
consonant or dissonant, but each sound combination, each pitch class set, has its degree of consonance. 
In this respect, I agree with Max Meyer, who “would outlaw the term ‘dissonance’ as having no 
scientific value, and speak merely of lesser degrees of consonance”273. 
 
The method used to determine consonance indices is not perfect; it has its weaknesses, just like any 
other method (including those of the classic studies). Gareth Loy shows how, for example, the 
approach dissonance metric of ET intervals based on critical bands is highly arguable, because with 
this approach “[t]he minor seventh and major second are predicted to be more consonant than the 
major third, for example. Also, it does not seem right that the tritone [ic 6] should have the same 
consonance as the major third”274. The aim of the calculations in the next section is to obtain 
consonance indices that are not only ‘objective’, but that correspond with physiological features of the 
auditory system, with general perception, and with my own (somewhat divergent) perception of ic 6. 
 
 
4.4.1 Simple frequency ratio and ratio sum 
 
Gareth Loy claims that if consonance of harmonic intervals is a feature inherent in the intervals “we 
should examine their mathematical properties”275. The frequency and wavelength—the wavelength of 
a tone being inversely proportional to its frequency—of the tones that form the interval are such 
mathematical property. Frequency ratios are therefore a convenient way to compare the frequencies of 
tones. Loy writes: 
 
Giovanni Battista Benedetti (1530-1590) is perhaps the first to relate pitch and 
consonance to frequencies of vibration. […] [h]e related interval consonance to the 
frequency of wave coincidence between two tones. He observed that an interval 
consists of a shorter wavelength (higher pitch) and a longer wavelength (lower 
                                                
272 Gareth Loy, Musimathics, the mathematical foundations of music, volume 1, The MIT Press, 2006, p. 56. 
273 Martha Guernsey, The rôle of Consonance and Dissonance in Music, in The American Journal of Psychology, Vol. 40, 
N°2, 1928, p. 179. 
274 Gareth Loy, Musimathics, p. 186. 
275 Gareth Loy, Musimathics, p. 56. 
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pitch), and argued that the wavelengths of more consonant intervals coincide more 
often than do those of more dissonant intervals.276 
 
This idea corresponds with the idea of the relationship between consonance and ‘simplicity’ of 
frequency ratios. If consonance of an interval or interval class277 is measured on the basis of how 
‘simple’ the frequency ratio of the frequencies of constituent tones is, it is important to define what it 
means for a frequency ratio to be ‘simple’. Simplicity of frequency ratio can be defined on the basis of 
‘ratio sum’. The ratio sum of an interval is the sum of the numerator and the denominator of its 
frequency ratio. Example 4.8 lists the ratio sum of all interval classes in just intonation.  
 
interval class frequency ratio ratio sum 
ic 1 16/15 31 
ic 2 9/8 17 
ic 3 6/5 11 
ic 4 5/4 9 
ic 5 4/3 7 
ic 6 45/32278 77 
Example 4.8: Frequency ratios and ratio sums  
for all interval classes in just intonation. 
 
Consonance of an interval class can then be defined as follows: the lower the ratio sum of the interval 
class, the more consonant the interval class. This works well for ic 1 through 5—as can be seen in 
Example 4.9—making ic 1 the most dissonant interval class and ic 5 the most consonant. The 
frequency ratios get ‘simpler’ from ic 1 to ic 5, and therefore the intervals get gradually ‘more 
consonant’ from ic 1 to ic 5. This corresponds with common perception, with my own perception, as 
well as with the ‘classic’ indices discussed above. 
 
 
 
Example 4.9: Ratio sum (vertical axis) for all interval classes  
(horizontal axis) in just intonation. 
 
 
The result for ic 6, however, does not fit the reality of common perception. Although there is, as we 
have seen, no consensus about the empirical dissonance index for ic 6, in none of the experiments ic 6 
is perceived as being more dissonant than ic 1, let alone much more dissonant (77, the ratio sum for ic 
6, is more than twice 31, the ratio sum for ic 1 in just intonation). A mathematical model for 
consonance that doesn’t correspond to general perception (or at least with my own perception) is 
                                                
276 Gareth Loy, Musimathics, p. 56. 
277 Since I am looking for a way to quantify the degree of consonance of set classes, the calculations will be restricted to 
interval classes. 
278 Ic 6 as a diminished fifth has a ratio sum of 64/45 in just intonation (see for instance: Ross W. Duffin, How Equal 
Temperament Ruined Harmony (and Why You Should Care), W.W. Norton & Company, 2007, p. 163). 45/32 is the ratio of 
an augmented fourth (45/32). Clarence Barlow claims “theoreticians today usually allocate the ratio 32:45 to [ic 6]” 
(Clarence Barlow, Two essays on Theory, Computer Music Journal, Vol. 11, N°1, Microtonality, 1987, p. 46). In the present 
dissertation, this ratio is adopted. 
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irrelevant because it is merely theoretical.279 Therefore adjustments are required. An additional 
shortcoming is that the frequency ratios in Example 4.8 apply to just intonation, whereas Equal 
Temperament (ET) is nowadays commonly used, especially in contemporary music. Eliminating this 
shortcoming may have an effect on the disproportioned value for the ratio sum of ic 6. 
 
 
4.4.2 Equal Temperament and simplest frequency ratios 
 
Equal Temperament divides the octave in “12 equal-sized semitones”280. The problem with this 
subdivision is that its intervals never result in simple frequency ratios. Indeed, “The frequency ƒk of 
any equal-tempered interval k (= 0,1,…11) relative to reference frequency ƒR”281 is: 
 
ƒk = ƒR.2k/12 
 
Therefore, the frequency ratio of interval class n in ET equals 2n/12 (where n is the interval class 
number (1 through 6)). The frequency ratios for all interval classes in ET are listed in the third column 
of Example 4.10 below. They are never fractions of integers. Therefore, “the equal-temperament scale 
in general use today does not consist of notes in exact simple ratios”282.  
 
 
 
interval class frequency ratio 
just intonation 
frequency ratio ET 
ic 1 16/15 21/12 = 1,05946309436  
ic 2 9/8 22/12 = 1,12246204831  
ic 3 6/5 23/12 = 1,189207115  
ic 4 5/4 24/12 = 1,25992104989  
ic 5 4/3 25/12 = 1,33483985417  
ic 6 45/32 26/12 = 1,41421356237  
 
Example 4.10: Frequency ratios for all interval classes  
in just intonation and ET 
 
 
Groves Online Dictionary claims that this doesn’t undermine sensory theories based on either beats or 
neural synchrony283, because “the deviations from a simple ratio scale are small. For example, the 
interval of a perfect 5th corresponds to a frequency ratio of 3:2; on the equal-temperament scale the 
ratio is 2.9966:2. This deviation may produce a small increase in beating between the upper harmonics 
of complex tones, but the effect is not very noticeable.”284 Malmberg found that the difference 
between just intonation and ET did not result in a different order of consonance of intervals. 
Helmholtz ET results are not significantly different from his simple frequency ratio values either. 
                                                
279 It is important to distinguish between a concept of consonance based on subjective (psychological, perceptive,…) criteria 
and one that is based on objective (mathematical, physical,…) criteria that fits the reality of human perception. Searching for 
‘objective’ dissonance indices that fit perception is not the same as basing the indices on subjective criteria. 
280 Gareth Loy, Musimathics, p. 39. 
281 Gareth Loy, Musimathics, p. 40. 
282 Groves online, lemma: consonance, https://stuiterproxy.kuleuven.be/subscriber/article/grove/music/,DanaInfo=www. 
oxfordmusiconline.com+06316?q=consonance&search=quick&source=omo_gmo&pos=1&_start=1#firsthit [last accessed: 
21 February 2014]. 
283 “Neural synchrony is the simultaneous / synchronous oscillations of membrane potentials in a network of neurons 
connected with electrical synapses (gap junctions). It is considered by some theorists to be the neural correlate of 
consciousness.” (Robert Stufflebeam, Neural Synchrony, on: www.mind.ilstu.edu/curriculum/modOverview.php?mod 
GUI=233 [last accessed on 26 July 2014]). It may be considered to be a physiological characteristic. 
284 Groves online, lemma: consonance,https://stuiterproxy.kuleuven.be/subscriber/article/grove/music/,DanaInfo=www. 
oxfordmusiconline.com+06316?q=consonance&search=quick&source=omo_gmo&pos=1&_start=1#firsthit [last accessed: 
21 February 2014]. 
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Malmberg states: “when by the use of two sets of tuning forks, the just intonation was compared with 
the tempered intonation, no difference in ranking of the intervals large enough to affect the order 
resulted from the difference in temperament.”285 Still, the formulation “not very noticeable” is vague, 
to say the least. John Fauvel’s claim that the concept of consonance should be broad enough “to admit 
that most of the so-called consonant intervals in our music are mistuned”286 is also unsatisfactory in 
this respect. More precision and a substantiated justification for this claim are required. The extent to 
which ET may deviate from just intonation without requiring adaptations to the frequency ratios of 
interval classes has to be assessed. A solution to this problem is given by combining the physiological 
phenomenon of just noticeable difference for pitch difference discrimination and Clarence Barlow’s 
theory on “bending into place”. 
 
 
4.4.3 Just noticeable difference 
 
The human auditory system is limited in its ability to detect frequency differences. Joos Vos suggests 
that “scales in which the intervals were not more than 5 cents away from the ‘just’ version of the 
intervals […are] all close to equally acceptable”287. Pitch difference between two pitches can, in other 
words, only be perceived when the difference is larger than 5 cents. This is called the just noticeable 
difference (JND) for pitch difference discrimination. Richard Parncutt claims that for pure tones “a 
change can be heard in a pure tone if it is shifted in frequency by 0.06-0.12 semitones”288. This 
corresponds with a JND of 6 to 12 cents. In the following calculations, the lowest JND (5 cents) will 
be used. All claims valid for a 5 cent limit also apply to higher limits. 
 
If a ‘simple’ ratio of two integers can be found for an interval in ET that lies within the 5 cents JND 
limit, no difference can be perceived between the interval represented by the simple ratio and the 
interval in ET. The simplest ratio (that is the ratio with the smallest ratio sum) can therefore be taken 
to represent the interval in ET. 
 
In order to compare interval classes in ET and in just intonation, we determine the interval content in 
cents for all interval classes in both tunings in cents. The cent system “is a logarithmic scale in which 
there are 1200 cents to the octave. […] [E]ach semitone is 100 cents. […] To convert from a frequency 
ratio of r:1 to cents, the value in cents is”289: 
 
 1200.log2(r) = 1200.ln(r)/ln(2) 
 
The values in cent for intervals in ET and just intonation, and their differences are shown in Example 
4.11 below. Positive difference values indicate that the ET interval is larger than the interval in just 
intonation; negative values denote the opposite. 
 
 
 
 
                                                
285 Constantine Frithiof Malmberg, The perception of consonance and dissonance, in Psychological Monographs, Vol. 25, 
1918, p. 107. 
286 John Fauvel, Raymond Flood, Robin Wilson (editors), Music and mathematics, From Pythagoras to Fractals, Oxford 
University Press, 2003, p. 85. 
287 David J. Benson, Music, A Mathematical Offering, Cambridge University Press, 2007, p. 16, referring to: Joos Vos, 
Subjective acceptability of various regular twelve-tone tuning systems in two-part musical fragments, Journal of the Acoustic 
Society of America, Vol. 83. N°6, 1988, pp. 2383-92. “Vos studied the sensitivity of the ear to the exact tuning of the notes 
of the usual twelve tone scale, using two-voice settings from Michael Praetorius’ Musæ Sioniæ, Part VI (1609). His 
conclusions were that scales in which the intervals were not more than 5 cents away from the “just” versions of the intervals 
[…] were all close to equally acceptable, but then with increasing difference the acceptability decreases dramatically. In view 
of the fact that in the modern equal tempered twelve tone system, the major third is about 14 cents away from just, these 
conclusions are very interesting.” (David J. Benson, Music, A Mathematical Offering, pp. 16-7). 
288 Richard Parncutt, Harmony: a psychological approach, Springer Verlag Berlin, 1989, p. 27. 
289 David J. Benson, Music, A Mathematical Offering, p. 166. 
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ic ET Just  difference 
ic 1 100 111,73 -11,73 
ic 2 200 203,91 -3,91 
ic 3 300 315,64 -15,64 
ic 4 400 386,31  13,69 
ic 5 500 498,04  1,96 
ic 6 600 590,22 9,78 
 
Example 4.11: Cent values of interval classes in ET and just intonation compared. 
 
 
Whenever the difference between the values in ET and Just Intonation is smaller than the JND limit of 
5 cents, the difference between the interval classes in the two intonation systems will not be perceived. 
This is only the case for ic 2 and ic 5 (-3,91 and +1,96 respectively). The simple ratios 9/8 (for ic 2) 
and 4/3 (for ic 5) can therefore be adopted in ET. For the other interval classes however, the difference 
exceeds 5 cents. Therefore, JND alone doesn’t account for the fact that we do not perceive the 
difference between intervals in just intonation and ET. For those interval classes, we have to look for 
the simplest possible ratio of two integers that lies within the JND limit of 5 cents. The simplest ratios 
within the 5 cents JND from ET are shown in the third column of Example 4.12 below. The second 
column of the table lists the interval content in cents of the interval classes with the simplest ratio 
within 5 cents from interval classes in ET. The third column lists the ratio sum of those interval 
classes. The graph of Example 4.13 visualizes the ratio sums.  
 
 
 
interval class cents simplest ratio ratio sum 
ic 1 104,96 1,063 (17/16) 33 
ic 2 203,91 1,125 (9/8) 17 
ic 3 297,51 1,188 (19/16)  35 
ic 4 404,04 1,263 (24/19) 43 
ic 5 498,04 1,333 (4/3)  7 
ic 6 603,00 1,417 (17/12)  29 
 
Example 4.12: Simplest frequency ratios for all interval classes in ET (third column).  
The interval content in cents of the intervals is listed in the second column,  
the ratio sum in the fourth column. 
 
 
 
 
Example 4.13: ratio sum (vertical axis) for all interval classes 
(horizontal axis) with simplest frequency ratios within 5 cents from ET. 
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As can be seen in Example 4.13, the value of the ratio sum for ic 6 is much more in accordance with 
the ratio sums for ic 1, 2 and 5, but the results for ic 3 and 4 are remarkably high; higher than that of ic 
1, making ic 3 and 4 more dissonant than ic 1 if we use the ‘simplest’ ratio sums as consonance 
indices. This result does not fit general perception. 
 
In an attempt to solve this problem, the values for the ratio sums may be divided by their interval class 
number. This can be justified by the idea that the size of an interval or interval class has an influence 
on its (perceived) consonance. Indeed, with increasing intervals, the influence of ‘beats’ decreases, and 
‘beats’ are, according to Helmholtz, a cause of the perception of dissonance. But even dividing ratio 
sums by the corresponding interval class number does not yield a satisfactory result. The values for the 
adjusted ratio sums of ic 3 and ic 4 stay too high, as can be seen in Example 4.14 a and b. Only the 
values for ic 1, 2 and 5 show good correspondence with general perception as determined by 
Malmberg, Kameoka & Kuriyagawa, Hutchinson & Knopoff, Krumhansl, and Huron. Those results, 
of course, are for complex tones as compared to the pure tones (with no overtones) of the present 
calculations, but this cannot explain the big divergences. 
 
 
 
 
 
 
 
 
 
 
a 
 
 
 
b 
 
Example 4.14 a and b: Ratio sum for simplest frequency ratios  
divided by interval class numbers for all interval classes. 
 
 
4.4.4 Bending into place 
 
If the perception of consonance were related to simple frequency ratios within the JND limit, then 
minor and major thirds should be perceived as being much more dissonant than they generally are, 
even if one takes into account the idea of decreasing dissonance with increasing interval size (division 
by the ic number). This is not in accordance with reality. Another correction has to be made to solve 
the problem for the frequency ratios of ic 3 and 4. The solution is provided by Barlow’s idea of 
“bending into place”. Clarence Barlow claims: “it is undisputable that a given interval with a complex 
0"5"
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interval class ratio sum/ic number 
ic 1 33 
ic 2 8,50 
ic 3 11,67 
ic 4 10,75 
ic 5 1,40 
ic 6 4,83 
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numerical relationship in the direct vicinity of another, more harmonic interval, falls into the pull of 
the stronger one, as it were.”290  
 
According to Barlow, a “harmonic interval” is formed by two pitches with a simple frequency ratio. 
The degree of simplicity of a numeral relationship is what he calls “harmonicity”. The table in 
Example 4.15 below lists all Barlow’s harmonicity values higher than 0.05 within one octave. The 
higher the harmonicity, the higher the “pull”. The harmonicity of 6/5 and 5/4 is very high (close to 
±0,1). Therefore, Barlow claims, the “pull” of 6/5 (-0,099 for ic 3) and 5/4 (0,119 for ic 4) may be 
considered strong enough to bend ic 3 and ic 4 into place. This “bending into place” does not apply to 
the other interval classes because none of them has a simple ratio with high harmonicity in its vicinity, 
and they have ratios within the JND limit anyway.  
 
 
 
 
 
Example 4.15: Clarence Barlow’s harmonicity list 
(source: Clarence Barlow, Mathematics as the Source of Music Composition, p. 6 
Presented at the MuSA Symposium, 02-08-2010 in Baden-Baden)291. 
 
                                                
290 Clarence Barlow, Two essays on Theory, in: Computer Music Journal, Vol. 11, N°1, Microtonality, 1987, p. 44. When 
asked what this claim is based upon, Clarence Barlow answered in an e-mail to me on 04-11-2010: “Being first and foremost 
a composer, it was a result of my musical intuition that led me to that conclusion. I have heard Mozart played on a slightly 
out-of-tune piano and that didn't change the meaning of the music. Also I have heard Bach played on a correctly tuned 12-
tone equal tempered piano, and could enjoy the music even though a well-tempered piano might have been better. I can 
understand Americans, Australians and Brits speaking English, or Dutch and Flemings speaking Dutch. We always "bend" 
things to make them more meaningful.” (quoted with kind permission of Clarence Barlow). 
291 Note that Barlow indicates intervals with inverted ratios, e.g. 5:6 for 6/5. 
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The idea of harmonicity alone doesn’t provide a sufficient criterion for the determination of 
consonance indices. As can be seen in Example 4.16 and 4.17, the values for ic 3 and ic 4 are still 
problematic. Example 4.17 shows the inverse of the absolute values of harmonicities. This was done in 
order to make comparison with previously listed ratio sums easier. The result is comparable with the 
ratio sum for simplest frequency ratios divided by interval class numbers for all interval classes (see 
Example 4.14 b), except for ic 6, which shows the same deviation as the ratio sum in just intonation 
(Example 4.9). 
 
 
interval class ratio harmonicity 
ic 1 16/15 -0,076531 
ic 2 9/8 +0,120000 
ic 3 6/5 -0,099338 
ic 4 5/4 0,119048 
ic 5 4/3 -0,214286 
ic 6 7/5 0,059932 
 
Example 4.16: Frequency ratios and harmonicity values 
for all interval classes after bending into place. 
 
 
 
 
Example 4.17: Inverse of absolute values of harmonicity 
for all interval classes after bending into place. 
 
 
Although harmonicity doesn’t provide an adequate remedy to solve the problem for ic 3 and 4 in ET, 
the idea of “bending into place” can be used to choose different simplest frequency ratios within the 
JND limit of an interval class. Indeed, it provides a justification for the choices of 6/5 for ic 3 and 5/4 
for ic 4 as frequency ratios.  
 
Bending into place is a process of involuntary correction by the human brain. It is therefore a 
physiological (objective) and not a subjective process. Donald Hodges and David Conrad Sebald 
claim: “The brain is an extremely efficient pattern of features detector. We want to make sense of 
things and to organize our surroundings.”292 According to Colin Ryan “[t]he Law of Prägnanz says 
that stimulus patterns are organized in the simplest way possible”293. In visual perception, for instance, 
the brain (involuntary) ‘corrects’ or ‘constructs’ visual perception.  
                                                
292 Donald Hodges & David Conrad Sebald, Music in the Human Experience: An Introduction to Music Psychology, 
Routledge, 2011, p. 130. Compare with Clarence Barlow’s stated remark that “[w]e always "bend" things to make them more 
meaningful.” 
293 Donald Hodges & David Conrad Sebald, Music in the Human Experience, pp. 130-1, referring to: Colin Ryan, Exploring 
perception, Brook/Cole, New York, 1997. 
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Consider, for instance, the Kanisza figures (designed by Gaetano Kanisza, an 
Italian psychologist), which produce ‘subjective contours’—edges which are seen 
without a corresponding "objective" change in the visual field. Discussions of the 
figure [see Example 4.18] argue that the white triangle is "produced" by the 
viewer's response to the black elements in the configuration.294  
 
Example 4.18: An example of a Kanisza figure  
showing the construction of visual perception 
(source: http://www.natureinstitute.org/txt/rb/art/perception.htm). 
 
 
Mieczyslaw Kolinski describes this phenomenon as follows: 
 
 [S]light changes of physical stimuli will hardly, if at all, alter corresponding 
sensations even if such deviations would mean substituting very complicated ratios 
for simple ones. For example, an ellipse with empirically equal axes will be 
perceived as a perfect circle in spite of the fact that the relation between major and 
minor axis could be expressed only through a quite complicated fraction; 
nevertheless, it is the approximation to the simple ratio 1:1 which causes the 
sensation of a circle.  Similarly, slight deviations from theoretically exact sizes of 
consonant intervals, such as octave or fifth, would result in a change from simple 
vibration ratios, such as 1:2 or 2:3, to irrational fractions without affecting the 
specific character of these intervals. In such cases it is evidently the approximation 
to simple vibration ratios which prduces the sensation of consonance.295  
 
This corresponds perfectly with Barlow’s idea of “bending into place”. Hindemith puts it this way:  
 
The distance between the two tones of [intervals other than octaves or fifths] can de 
diminished or augmented to a certain extent without destroying the impression of 
[the interval]. The slightest alteration in the size of an octave or a fifth, on the other 
hand, changes these intervals completely, so that the ear perceives them only as 
greatly expanded sevenths and fourths or greatly contracted ninths and sixths.296 
 
 
4.4.5 Gravitational pull 
 
What needs to be established in order to justify the choice of simplest frequency ratios is a manner to 
‘weigh’ the ‘pull’ of harmonic intervals or the ‘gravity’ of frequency ratios. The simpler the ratio and 
                                                
294 Ronald H. Brady, Perception: Connections Between Art and Science, The Nature Institute, online on: 
http://www.natureinstitute.org/txt/rb/art/perception.htm [last accessed: 28 July 2014]. 
295 Mieczyslaw Kolinski, Consonance and Dissonance, in Ethnomusicology, Vol. 6, N°2, 1962, p. 70. 
296 Paul Hindemith, Unterweisung im Tonsatz, translated by Arthur Mendel as The craft of Musical Composition book 1, 
Theory, London, Schott & Co., 1942, p. 15. Hindemith, like many others, claims that ‘natural laws’ govern musical scales, 
and makes it seem as if the presence of octave and fifth in any scale is inevitable (because of this law). I disagree with this 
claim, but unfortunately, this discussion does not fall within the scope of the present dissertation. 
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the closer the interval to a harmonic interval, the greater its gravitational attraction (its pull). But how 
does simplicity relate to vicinity? How, for instance, can we decide whether to choose 16/15 or 17/16 
as ratio for ic 1? 16/15 (1,0667) is simpler, and therefore has more gravitational attraction than 17/16, 
but 17/16 (1,063) is closer to 1,05946309436 (the ratio for ic 1 in ET) than 16/15 and lies within the 
JND limit. 
 
I have developed the following formula to calculate the ‘gravitational pull’ of simple frequency ratio 
intervals on interval classes in ET:  
 
pull of simple frequency ratio interval on interval class in ET = ‘mass’ / ‘distance’ 
 
In this formula, ‘mass’ = 1 / ratio product of simple frequency ratio, and ‘distance’ = | ratio ET interval 
– ratio simple frequency interval |. 
 
This formula provides a criterion for choosing simple frequency ratios. Although it does not reflect a 
physical reality297, it has striking points of correspondence with Newton’s formula for the force of 
gravitational attraction (F) between physical masses: 
 
F = G.m1.m2 / r2 
 
where G is the gravitational constant, m1 and m2 are the masses of the two bodies and r is the distance 
between (the centre of gravity of) the two masses.  
 
In the formula of gravitational pull of simple frequency ratio intervals, ‘mass’ is defined as the 
inversion of the ratio product (product of numerator and denominator of the ratio) of the simple 
interval. Indeed, the simpler the interval, the smaller its ratio product, but the higher its ‘mass’. 
Therefore, ‘mass’ is defined as inversely proportional to ratio product. Calculations with the square of 
the ‘distance’ between ET and simple intervals (analogue to Newton’s law) did not yield satisfactory 
results. Therefore the ‘mass’ of the simple interval is divided by the ‘distance’ between the simple 
interval and the ET interval, and not by the square of the ‘distance’. 
 
 
4.4.6 Consonance indices 
 
The ‘gravitational pull’ formula can be applied to the frequency ratios of all interval classes in ET, in 
combination with the frequency ratios in just intonation and the simplest frequency ratios within the 5 
cent JND limit. The result is shown in Example 4.19. The highest gravitational pull value determines 
the choice of frequency ratio (just intonation or simplest ratio) for interval classes in ET, because that 
is the harmonic interval the ET interval is bend into place to in our perception. These values are 
indicated in bold in Example 4.19. 
 
interval class ET ratio just ratio simplest ratio just pull simple pull 
ic 1 1,05946309 16/15 17/16 0,57841672 1,21059757 
ic 2 1,12246205 9/8 9/8 5,472479614 5,472479614 
ic 3 1,18920712 6/5 19/16 3,088454416 -1,926919791 
ic 4 1,25992105 5/4 24/19 -5,039789189 0,677506202 
ic 5 1,33483985 4/3 4/3 -55,31508845 -55,31508845 
ic 6 1,41421356 45/32 17/12 -0,087202738 1,998268397 
 
Example 4.19: ‘Gravitational pull’ of just interval and ‘simplest ratio’ intervals 
for all interval classes in ET (the strongest pull is indicated in bold). 
                                                
297 As will be discussed in Part 3, the formula describes an endophysical law of my personal aesthetic universe. 
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Since the frequency ratio with the strongest pull is the one the ET-interval will be bend into place to, it 
determines the choice between just intonation interval or interval with the simplest frequency ratio 
within the JND limit. The results are shown in Example 4.20 a, listing the simplest frequency ratios for 
all interval classes and their ratio sum. 
 
interval class simplest ratio ratio sum 
ic 1 1,063 (17/16) 33 
ic 2 1,123 (9/8) 17 
ic 3 1,2 (6/5) 11 
ic 4 1,25 (5/4) 9 
ic 5 1,333 (4/3) 7 
ic 6 1,417 (17/12) 29 
a 
 
 
 
b 
 
Example 4.20 a and b: Simplest frequency ratios and ratio sums 
for all interval classes in ET after bending into place. 
 
 
As can be seen in the graph of Example 4.20 b, the results are acceptable (and comparable to the 
‘classic’ results) for ic 1 though 5. The value for ic 6 lies between that of ic 1 and 2, which is in 
accordance with my own perception, but is still too high. This problem can be solved the following 
way: if we take into consideration the fact that consonance increases with increasing interval size, not 
in a linear way (as we did before) but in a logarithmic way (because “the basilar membrane uses 
logarithmic encoding for pitch”298: “[i]f the frequency of a tone doubles, the position of maximum 
displacement along the basilar membrane moves toward the oval window by a constant amount.”299), 
as shown in Example 4.21, we can divide the ratio sums in Example 4.20 a by 1+log10c (where c is the 
interval class number).  
 
Note that the additional criterion is not subjective but both objective (interval size is a relation between 
the sounds involved) and (possibly) physiological (the way the auditory system functions). There is a 
probable correlation however between theory and physical reality; a correlation that is probably also 
more that coincidental in the ‘classic’ studies discussed above. As Carol Krumhansl remarks, the 
“substantial agreement” between the results of these studies “is true even though some of the sets of 
values are based purely on theoretical calculations and others are based on perceptual judgments”300. 
There is indeed reason to believe that perceptual judgment of consonance is influenced by 
physiological criteria and that these physiological criteria are described by theoretical formula and 
                                                
298 Gareth Loy, Musimathics, the mathematical foundations of music, volume 1, MIT press, 2006, p. 154. 
299 Gareth Loy, Musimathics, p. 153. 
300 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, Oxford University Press, 1990, p. 59.  
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adaptations such as the logarithmic devision of ratio sums.301 
 
Example 4.21: Position of the resonance maximum of the basilar membrane for different frequencies 
(after Georg von Békésy, Experiments in Hearing, 1960, for a pure tone frequency f (linear scales) 
(source: Juan G. Roederer, The Physics and Psychophysics of Music, p. 32)302. 
 
This results in the theoretically obtained consonance indices for all interval classes listed and shown 
in Example 4.22 a and b. 
 
interval class consonance index 
ic 1 33 
ic 2 13,07 
ic 3 7,45 
ic 4 5,62 
ic 5 4,12 
ic 6 16,31 
a 
 
 
b 
 
Example 4.22 a and b: Consonance indices for all interval classes in ET  
after bending into place and with logarithmic correction. 
                                                
301 The loragithmic division may me a guess (albeit an educated one). However, “Dirac discovered the correct laws for 
relativity quantum mechanics simply by guessing the equations. The method of guessing the equation seems to be a pretty 
effective way of guessing new laws.” (Richard Feynman, The character of physical law, Penguin books, 1965 (1992), p. 57). 
Max Planck too produced a Kirchhoff distribution formula for the distribution of energies “by happy guesswork” (Eugene 
Hecht, Physics, Brooks/Cole Publishing Cie. 1994, p. 1048). As a matter of fact, the formulas developed in the present text 
all rely on some ‘guesswork’. Some of it may be wrong, some may be good approximations or even ‘lucky hits’ based on 
intuition (for a definition of ‘intuition’: see Part 3), but even the inaccuracies or mistakes may be a proper basis for further 
developments. In other words, the theory I develop is heuristic, meaning it “serves as a guide in the solution of a problem but 
is otherwise itself unproved” (Eugene Hecht, Physics, p. 1052). 
302 Juan G. Roederer, The Physics and Psychophysics of Music, An Introduction, Springer Verlag, 4th edition, 2008, p. 32, 
referring to Georg von Békésy, Experiments in Hearing, McGraw Hill Book Company, New York, 1960. 
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Comparing Example 4.22 b with the classic consonance indices discussed earlier (see Examples 4.6 a-
g)) shows that they are similar: there is a gradual decrease of degree of consonance from ic 1 to ic 5, 
which corresponds to that of the classic studies. As to the consonance index for ic 6: as we have seen, 
there was no consensus about its value in the classic indices.  None of them made ic 6 more dissonant 
than ic 2. My result however situates the index for ic 6 between those of ic 1 and 2, which is in 
correspondence with the way I perceive sensory consonance. Therefore, the indices in Example 4.22 
can be considered in accordance with both the commonly accepted indices and with my own 
perception and appear to be a valuable basis for the development of a formula to calculate the degree 
of consonance of any pitch class set. 
 
To sum up, starting from an intuitive idea of consonance and dissonance in which I perceive ic 6 as 
being more dissonant than ic 2 and ic 3 (this is why ic 6 is the second most common interval in my 
dissonant idiom), and regardless of any existing definition for consonance or dissonance, I have 
developed consonance indices for sensory consonance that define my concept of consonance 
implicitly, and that are determined by the nature of the interval heard (its frequency ratio) as well as by 
the nature of the auditory sensory system (more precisely the basilar membrane). I do not claim that 
the physical aspects mentioned are truly the aspects that determine the human perception of 
consonance. There is only a striking resemblance between what I intuitively perceive as consonance 
and dissonance and the dissonance indices obtained with my method. As will be seen, this formula 
represents an endophysical law of my aesthetic universe. 
 
 
4.5 Quantification of consonance of pitch class sets 
 
4.5.1 Introduction 
 
Most studies on consonance are limited to the consonance of intervals. As was stated before, Carol 
Krumhansl applies the concept of sensory consonance to “pairs of tones”303. The classic consonance 
indices discussed above too only relate to pairs of tones (intervals or interval classes). There is, 
however, no reason why the phenomenon of sensory consonance and dissonance could not be 
extended to larger combinations of pitches or pitch classes, in other words to pitch class sets. 
 
There has been some research that assessed larger sets of sounds. In his unpublished master’s thesis 
(1995)304, Alan Smith takes the results of Malmberg (wrongly named ‘Malberg’ by Smith), Kameoka 
& Kuriyagawa, and Hutchinson & Knopoff as a starting point and extends their findings for pitch class 
sets consisting of more than two pitch classes. His does that in a “cumulative” manner, which “begins 
with a single tone and successively adds other tones. Each additional tone is chosen so that it exhibits 
the greatest amount of tonal consonance with the existing tones in the set”305. 
 
David Huron also calculates sensory consonance for sets with more than two pitch classes in a 1994 
study306. “Huron’s extensive study calculated the consonance in sets of 11 tones, sets of 10 tones, and 
so on, until all combinations of equally tempered tones were evaluated. The purpose of Huron’s study, 
to identify the sets of tones offering an aggregate set of intervals that exhibit high tonal consonance, 
was quite different than the purpose of Krumhansl’s comparison, which was concerned with key 
context stability”307. In the article on this study Huron claims: “Pitch-class sets (such as scales) can be 
characterized according to the inventory of possible intervals that can be formed by pairing all pitches 
                                                
303 Carol L. Krumhansl, Cognitive Foundations of Musical Pitch, Oxford University Press, 1990, p. 51 [my italics]. 
304 Allan B. Smith, An alternative method of calculating tonal consonance in musical scales. Unpublished master thesis, 
Massechusetts General Hospital Institute of Health Professions, Boston, 1995. 
305 Allan B. Smith, A “Cumulative” Method of Quantifying Tonal Consonance in Musical Key Contexts, in Music Perception: 
An Interdisciplinary Journal, Vol. 15, N°2 (Winter, 1997), University of California Press., p. 180. 
306 David Huron, Interval-Class Content in Equally Tempered Pitch-Class sets: Common scales exhibit optimum tonal 
consonance, in Music Perception: an Interdisciplinary Journal, Vol. 11, N°3, 1994, pp. 289-305. 
307 Allan B. Smith, A “Cumulative” Method of Quantifying Tonal Consonance in Musical Key Contexts, p. 179. 
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in the set. The frequency of occurrence of various interval classes in a given pitch-class set can be 
correlated with corresponding measures of perceived consonance for each interval class.”308 He 
continues: 
 
In order to explore the relationship between pitch-class sets and perceived 
consonance, two indices are required: (1) a way of characterizing the frequency of 
occurrence of various intervals for any given pitch-class set, and (2) an index of 
tonal consonance for intervals of various sizes. By relating the number of possible 
intervals of each size with the corresponding tonal consonance of each interval, it is 
possible to determine the degree to which a given pitch-class set maximizes the 
potential for consonant-sounding intervals.309  
 
These ideas lie at the basis of the construction of the formula to calculate degrees of consonance of pc-
sets; the first requirement was fulfilled by calculating consonance indices for all interval classes, the 
second requirement will be part of the construction of the formula. 
 
 
4.5.2 Prime consonance 
 
The consonance indices for interval classes were determined on the basis of the frequency ratios of the 
smallest interval belonging to each of the six interval classes (the basic interval). The consonance 
index of ic 1, for instance, was determined with the ‘simplest’ frequency ratio of the minor second. 
The minor second is only one of the members of the class however, and different members of an 
interval class usually have different perceived levels or degrees of consonance. 
 
Indeed, Smith Brindle—as was mentioned—claims that inversions of the three basic consonant 
intervals (fifth, major third and minor third) are less consonant than the original interval. In general, 
octave displacement influences the degree of consonance of an interval. The greater the pitch distance 
between the two pitches, the less they will be perceived as dissonant. A minor second is generally 
perceived as a stronger dissonance than a major seventh or a minor ninth, for instance. 
 
Of course interval size alone does not entirely account for the perceived consonance 
of two concurrent tones. […] spectral content, sound pressure level, and pitch 
register are known to affect the perception of tonal consonance. In order to compare 
interval-class inventories with tonal consonance, we must assume spectral content, 
sound pressure level, and pitch register do not vary systematically with the type of 
pitch-class set. Expressed more formally, we must assume that all music generated 
from the various pitch-class sets are played by similar instruments, at roughly the 
same loudness, in approximately the same pitch region.310 
 
There is therefore no single degree of consonance of a pitch class set, but only for pitch intervals—and 
even then, tone colour, dynamics, or register (may) have an influence on the perceived degree of 
consonance of a harmonic sound compound. The degree of consonance of a pitch class set will 
therefore be defined as the degree of consonance of the prime form of the set class the pc-set belongs 
to, regardless of tone colour, dynamics or register. It will therefore be called the degree of prime 
consonance of the pitch class set or the set class311. Although the concept of consonance is thereby 
turned into a theoretical concept, it still has a perceptual link.  
 
The fact that tone colour is discarded in the determination of prime consonance is the reason why the 
(theoretical) classic consonance values that are based on beats between partials, such as those of 
                                                
308 David Huron, Interval-Class Content in Equally Tempered Pitch-Class sets, p. 289. 
309 David Huron, Interval-Class Content in Equally Tempered Pitch-Class sets, p. 291. 
310 David Huron, Interval-Class Content in Equally Tempered Pitch-Class sets, p. 292. 
311 Degrees of consonance of pitch class sets or set classes will be used equivalently. It should be clear from the context 
whether pc-sets or whole set classes are meant. 
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Helmholtz, or those of Hutchinson & Knopoff (based on an extension of the Helmholtz - Plomp & 
Levelt model of beating as the cause of dissonance), are inadequate for the present purpose. The 
consonance indices of some of the other classic studies (Malmberg, and Kameoka & Kuriyagawa) 
result from experimental data based on psychological or perceptive criteria; they are subjective, and 
were therefore considered inadequate before. An additional problem with experimental methods to 
determine consonance indices is that they have to be performed very cautiously to avoid 
interpretations of relative musical consonance. When chords (tone compounds) in an experiment are 
played in series, judgment may be influenced by the chords heard before, thus resulting in judgment of 
musical rather than sensory consonance. This is why it was necessary to construct other consonance 
indices that respond better to the present requirements.  These indices are used to determine the degree 
of prime consonance of all pitch class sets with the formula developed next. 
 
 
4.5.3 Construction of the PC-formula 
 
The degree of consonance of a pitch class set based on consonance indices for individual interval 
classes can be determined starting from the interval vector of the (set class of the) pc-set. The interval 
vector of a set class is the ordered set of 6 numbers indicating the number of times the interval classes 
1 through 6 (in that order) appear between the elements of the set class. Pc-sets belonging to set class 
[4-16] (see Example 4.23 a), for instance, contain one instance of ic 1, ic 2, ic 4, and ic 6, two 
instances of ic 5 and none of ic 3, as shown in Example 4.23 b. Its interval vector is therefore 
<110121>. 
 
 
Example 4.23 a: Prime form of set class [4-16] (represented by its prime form). 
 
 
 
Example 4.23 b: Interval classes contained in set class [4-16] (represented by its prime form). 
 
 
The first step in the construction of a formula for the determination of the degree of prime consonance 
of pitch class sets—henceforth called PC-formula312—consists of the summation of each number in 
the interval vector with the corresponding consonance index (Example 4.22) as given in Formula 1. 
 
 ∑ ( ni . Ii  )          (Formula 1) 
 
In Formula 1, ni indicates the number of interval classes i in the pc-set and Ii the consonance index for 
interval class i. 
 
For set class [4-16] this would give: 1x33 + 1x13,07+ 0x7,45+ 1x5,62 +2x4,12 +1x16,31 = 76,24 
Results for all possible set classes are indicated in the diagram shown in Example 4.24.313 
 
                                                
312 PC stands for “prime consonance”. It is written in capitals to distinguish it from the abbreviation ‘pc’ for ‘pitch class’ in 
pc-set. 
313 Note that set classes and their inversion always have the same degree of prime consonance because they have the same 
interval vector. This is also the case for Z-related set classes. 
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Example 4.24: Dissonance values (vertical axis) for Formula 1 for all set classes  
ordered by cardinality (horizontal axis). 
 
 
The diagram shows a clear separation of (provisional) degrees of consonance314 for the different 
cardinality groups; virtually all members of a cardinality group have a lower ‘degree of consonance’ (a 
higher dissonance value according to Formula 1) than all elements of a lower cardinality group. The 
mere fact that a pc-set contains more elements cannot be enough to make its degree of consonance 
lower than any pc-set with less elements, because this does not correspond with how consonant pc-sets 
are actually perceived. To cancel this effect the values of Formula 1 are divided by the cardinality of 
the pc-set in a next step: 
 
 ∑ ( ni . Ii  ) / c            (Formula 2) 
 
where c is the cardinality of the pc-set. 
 
The (dissonance) values obtained with Formula 2 are shown in the diagram of Example 4.25: 
 
 
Example 4.25: Dissonance values (vertical axis) for Formula 2 for all set classes  
ordered by cardinality (horizontal axis). 
 
 
In order to obtain values between 100 (for set class [12-1]) and the lowest value for ic 5 (the most 
consonant interval class) whilst preserving the same proportions between all the values, every value is 
                                                
314 The values are actually not indications of degrees of consonance but degrees of dissonance. 
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multiplied by a factor w  = 100 / 66,1433; 66, 1433 being the highest value of Formula 2 (for set class 
[12-1]). This results in a value of 3,11 for ic 5. To change degrees of dissonance into degrees of 
consonance the diagram is then ‘turned upside down’ by subtracting every value from 103,11, in order 
to obtain the highest value (100) for ic 5 (103,11 - 3,11 = 100). This adaptation of the formula is only a 
way to rescale the values; it is no essential change to the values. The rescaling results in the following 
formula (Formula 3) and diagram (Example 4.26): 
 
 
 103,11 - [ (∑ ( ni . Ii  ) / c ) . w]       (Formula 3) 
 
 
 
 
Example 4.26: Consonance values (vertical axis) for Formula 3 for all pitch class sets  
ordered by cardinality (horizontal axis). 
 
The red curved line in the diagram in Example 4.26 connects the values for the lowest degree of 
consonance within each cardinality group. Those values are too high. The value for ic 1 (minor 
second), for instance, is higher than the values for most pitch class sets with four elements that are 
perceived more consonant; the value for ic 1 (78,16) obtained with Formula 4 is comparable to that of 
a dominant seventh chord (set class [4-27i], with value 82,69) or diminished seventh chord (set class 
[4-28], with value 79,52). To correct this, a minimum compression correction is made to Formula 3 in 
order to reduce the values proportionally and bring the minima to the expected values, whilst 
preserving the maxima, as was done in the construction of the T-formula. In the case of the T-formula, 
a logarithmic minimum compression function K(x) was applied (see Formula 7 in Chapter 3); for the 
PC-formula, the exponential minimum compression L(x) (Formula 4) proved to yield the best 
results.315 
 
 L(x) = M . e 
[ln (µ / M) (x - M) /(m - M)]
      (Formula 4) 
 
 
The curve for this function is shown in Example 4.27.  
 
 
                                                
315 This result was obtained by trial and error. First a linear minimum compression was tried with different slope values. This 
did not provide a credible distribution. An exponential function produced better results. Several values for µ were tried, and 
implemented in analysis. The values used in Formula 5 proved to be the best value because they have the best distribution 
and they keep the PC-value of chromatic CIG’s (see later) under 50 (a psychological border more than a theoretical one). 
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Example 4.27: Exponential minimum compression curve. 
 
 
In Formula 4, M stands for the maximum value for Formula 3 within the cardinality group of the pc-
set (or set class) in question; m is the minimum value; the value of µ, the minimum value after 
compression, is the minimum m of the cardinality group divided by a denominator d that evolves with 
the cardinality of the group in the following way: d starts at 3 for set classes with cardinality 2; in 
symbolic notation: d(2) = 3. For higher cardinalities (between 3 and 10):  
 
 d(c) = d(c-1) + [ 3 . (11- c )  / 100 ]      (Formula 5) 
 
 
The graph of Formula 5 is shown in Example 4.28. The table of Example 4.29 lists the values of M 
and m for cardinalities 2 to 12 obtained with Formula 3, as well as the values for d and µ for 
cardinalities 2 to 10. Since set classes [11-1] and [12-1] are both minima and maxima within their 
cardinality group, a minimum compression is not possible. The pc-values have been reduced to 2 for 
set class [11-1] and 1 for set class [12-1], the most dissonant set class. 
 
 
 
 
Example 4.28: Values for d (vertical axis) 
for all cardinalities (horizontal axis). 
  
 
 
 
 
2"2,5"
3"3,5"
4"4,5"
5"
1" 2" 3" 4" 5" 6" 7" 8" 9" 10" 11" 12"
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c M m d µ 
2 100 78,16 3,00 26,05 
3 94,61 63,26 3,24 19,47 
4 87,30 53,00 3,45 15,36 
5 80,07 45,14 3,63 12,43 
6 67,97 38,86 3,78 10,28 
7 55,80 30,85 3,90 7,91 
8 41,22 24,07 3,99 6,03 
9 28,30 17,85 4,05 4,41 
10 16,11 11,74 4,08 2,88 
11 4,96 4,96 - - 
12 3,11 3,11 - - 
 
Example 4.29: Values for M, m d and µ for all cardinalities (c) 
obtained with Formulas 3 and 5. 
 
 
 
Applied to Formula 3, the exponential minimum compression function L(x) results in the ‘final’ 
version of the PC-formula shown in Formula 6. A list with all prime consonance values can be found 
in Appendix 1. A graph is shown in Example 4.30. 
 
 
 PC-Formula: 
 
   P(c-n) = L(103,11 - [ (∑ ( ni . Ii  ) / c ) . w])    (Formula 6) 
 
 
 
 
 
Example 4.30: Prime consonance values (vertical axis) 
for all set classes ordered by cardinality (horizontal axis). 
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4.6 Applications and consequences of the PC-formula 
 
4.6.1 Prime consonance analysis technique 
 
The PC-formula can be used as a basis to develop a Prime Consonance Analysis Technique, or 
PCA-technique. This procedure is not as complex as the development of the TA-technique described 
in Chapter 3. Since PC-analysis deals with sensory consonance, and not with musical consonance, 
there is no need to take into account the context (the chords or tone complexes preceding the one in 
question) as is the case in the TA-technique. PC-analysis results in graphs showing the evolution of 
prime consonance of the analysed pieces.  
 
To illustrate the PCA-technique, let us return to the pieces that were analysed in the discussion of T-
analysis. The first analysed piece (see Section 3.5) was the Aria from Johann Sebastian Bach’s 
Goldberg Variations BWV 988.  
 
 
 
Example 4.31: Johann Sebastian Bach, Aria from Goldberg Variations BWV 988, bar 1-4. 
 
 
The first four bars of the score are shown again in Example 4.31 (see also Example 3.28). The Aria 
starts with a G (in double octave), which represents a single pitch class. The concept of sensory 
consonance does not apply to single pitch classes (PC(1-1) = undefined). On the second beat a B is 
added, producing a minor sixth + octave interval, which is an instance of set class [2-4] with PC-value 
PC(2-4) = 93. On the last beat of the first bar, when A and D are added to the sustained G and B, an 
instance of [4-22] is sounded. PC(4-22) = 78. On the last semi quaver of the bar, the ‘dissonant’ A is 
‘resolved’ in B, turning the pitch class set in a highly consonant major triad (an instance of [3-11]) 
with PC(3-11) = 94.  
 
At the onset of bar 2, ic 3 (set class [2-3]) is heard. PC(2-3) = 86. This means that the degree of prime 
consonance decreases. One might rightly object that a minor third cannot be less consonant than a 
major triad, which contains ic 3 and an additional ic 4 and ic 5. This is the result of the fact that the 
cardinality of a pc-set is taken into account in the determination of degrees of prime consonance. 
Therefore, in PC-analyses, one has always to interpret the results with this idea in mind. The fact that 
[2-4] and [2-5] (ic 4 and 5) have a higher degree of consonance than [2-3] (ic 3) makes [3-11] more 
consonant than ic 3. 
 
On the second half of the second beat of bar 2, an instance of ic 2 is heard (F sharp and G sounding 
simultaneously). This set class ([2-1]) is highly dissonant. Its PC-value is PC(2-1) = 26. Big drops in the 
degree of prime consonance happen, even in highly consonant and tonal music such as Bach’s, at the 
occurrence of resolution-based musical dissonants, but they are always followed by a ‘resolution’, 
which constitutes a restoration of the high degree of prime consonance. This happens after a short 
octave F sharp, which is the actual resolution of G, but which has no degree of prime consonance  
(PC(1-1) = undefined). Still, the high degree of prime consonance is restored in the subsequent major 
triad F sharp-A-D with PC(3-11i) = 94, after a short and more dissonant F sharp-A-E (PC(3-7) = 78). Also, 
the notes of the dissonance F sharp-G are not ‘attacked’ simultaneously, which softens the perceived 
dissonance, an element that is not taken into account in the PCA-technique. If it were, the degree of 
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consonance would not drop as steeply in absolute values as it does now, but the tendency would stay 
the same. 
 
On the first beat of bar 3, the score shows an instance of ic 3, but since the G is ornamented with a trill 
and mordant (G-A trill followed by F sharp), the sound complex is interpreted as [3-7] (E-G-A) and 
brief ‘additional’ F sharp, turning it into [4-10]. The PC-values are PC(3-7) = 78, and PC(4-10) = 44 
respectively. Strictly speaking, the four pitch classes of [4-10] never sound together, but musical 
ornaments are meant to create some kind of tension and should therefore, in my opinion, be interpreted 
as sound complexes in PC-analysis.316 The second beat of bar 3 is similar to the first: a ‘double 
cadence’ consisting of a trill G-A on top of the sustained E, with a short touch of F sharp at the start, 
yielding the same PC-values as the previous beat. The tension is still not resolved in the next beat, 
featuring consecutively [4-27] (E-G-A-C sharp), [4-13] (E-F sharp-G-C sharp), and [3-10] (E-G-C 
sharp), with PC-values PC(4-27) = 69, PC(4-13) = 41, and PC(3-10) = 66. The resolution of this bar full of 
musical tension comes on the downbeat of bar 4 (interval D-A) as is required in common practice 
tonal music: PC(32-5) = 100. Figurative notes (passing notes and appoggiatura) drop the degree of prime 
consonance only slightly on the last semiquaver of the first beat (with the lowest value PC(2-2) = 66). 
At the very end of the bar, new musical (functional) tension and lower sensory consonance is created 
by the introduction of a dominant seventh chord [4-27] (PC(4-27) = 69). This tension is resolved in the 
next bar. 
 
PC-analysis results in a PC-graph, showing the evolving degree of prime consonance of the analysed 
piece. Example 4.32 shows the PC-graph for the first four bars of Bach’s, Aria from the Goldberg 
Variations. Note the ‘gaps’ in the graph when single sounds (or octaves) occur in the music (gaps 
would also occur on rests, when no sound is produced at all). Note also the restoration of a high degree 
of prime consonance after more dissonant moments. And note the fact that low degrees of prime 
consonance are never sustained for a long time and are only transitory in highly consonant music. 
 
 
 
 
Example 4.32: PC-graph of Johann Sebastian Bach’s, Aria from Goldberg Variations BWV 988, bar 1-4. 
(unit on horizontal axis: demi-semiquaver) 
 
 
The first four bars of the Aria have an average degree of prime consonance of PC(av) = 81,27.  
 
A T-analysis was performed on the 25th Goldberg variation as an example of highly chromatic tonal 
music in Chapter 3 (see score in Example 3.37). A PC-analysis of the first two bars of the piece yields 
the PC-graph shown in Example 4.33. 
                                                
316 In numerical value, the alternative interpretation of the trill G-A as swiftly alternating ic 1 and 2 would result in a fast 
skipping between PC(1-1) = undefined and PC(2-2) = 66, ending with a brief G-F sharp, PC(2-1) = 26, which would constitute no 
essential difference.  
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Example 4.33: PC-graph for bars 1 and 2 of Johann Sebastian Bach’s 
Variation 25 from Goldberg Variations BWV 988 
(unit of the horizontal axis = demi-semiquaver). 
 
 
The average degree of prime consonance of the analysed bars is PC(av) = 82,65, which is almost the 
same as that of the first four bars of the Aria. Comparing Example 4.32 and 4.33 shows that, although 
the PC-curve of the Aria reaches lower degrees of prime consonance, it also stays on the maximum 
level (100) longer. Conversely, the PC-curve of Variation 25 only rarely reaches PC-value 100 but 
never drops lower than 60.  
 
The PC-graph of bars 18 to 21 of the prelude to Wagner’s Tristan and Isolde (score in Example 3.45) 
is shown in Example 4.34. With its average degree of prime consonance PC(av) = 80,14 it is not 
significantly more dissonant than the Goldberg Variations (although it is less tonal). There are more 
fluctuations than in the Aria (due to the use of more different kinds of chords (set classes) in highly 
chromatic music), but the consonance range is comparable, even to that of the highly diatonic Aria. 
The degree of prime consonance of the analysed bars from the Tristan and Isolde Prelude fluctuates 
between 100 and 45 (for pc-set E-F-A-B, an instance of set class [4-16] on the fifth beat of bar 19). 
The lowest value isn’t even as low as the 26 (PC(2-1)) for the momentary passing ic 1 (F sharp - G) in 
bar 2 of the Goldberg Aria.  
 
 
 
Example 4.34: PC-graph of the prelude to Wagner’s Tristan and Isolde, bar 18-21 
(unit of the horizontal axis = semiquaver). 
 
Wagner’s music illustrates the evolution in tonality (due to increased chromaticism), but not in 
consonance. This is due to the fact that late romantic composers such as Wagner used the same chords 
as the composers that preceded them: chords that are built up with superimposed thirds above the root 
note. The alternative chord formation of quartal chords, in which interval of fourths replace the thirds 
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(used by composers such as Alexander Scriabin, Hindemith or the early Schoenberg) only slightly 
causes a decrease of the degree of prime consonance. Indeed, a triad formed by superimposing two 
perfect fourths still has a high degree of prime consonance of PC(3-9) = 84; three superimposed perfect 
fourths yield PC(4-23) = 81; even quartal chords (with perfect fourths only) containing five pitch classes 
([5-35]) still have a high degree of prime consonance: PC(5-35) = 80. The degree of prime consonance 
only starts to decrease significantly with quartal chords containing six pitch classes (five superimposed 
perfect fourths): PC(6-32) = 68. Six note chords like Scriabin’s Mystic chord (Example 4.35), an 
instance of [6-34], containing also augmented and diminished fourths, have a lower degree of prime 
consonance, of course (PC(6-34) = 46). 
 
 
Example 4.35: Scriabin’s Mystic chord. 
 
 
Significant change in degrees of prime consonance occurs by the turn of the twentieth century with the 
work of composers such as Arnold Schoenberg, who look for non-standard chord formations. Only 
with this abandonment of traditional triadic (or quartal) thinking came the complete “emancipation of 
dissonance”317. When chords can be constructed completely independent of triadic thinking, low 
degrees of prime consonance can be achieved. The PC-graph of the first three bars of Schoenberg’s 
Klavierstück op.33a (Example 4.36)318 illustrates this. Its a curve that never exceeds a degree of prime 
consonance of 80 (the highest value being PC(3-7) = 78, and goes down as low as PC(5-4) and PC(7-10) = 
19. PC(av) = 40,92. 
 
 
 
Example 4.36: PC-graph of Schoenberg’s Klavierstück op.33a, bar 1-3 
(unit of the horizontal axis = quaver). 
 
 
 
The PC-analysis of my piano piece Après la pluie (see T-analysis in section 3.5.5) reveals a PC-curve 
that is at a constant low degree of prime consonance, as can be seen in Example 4.37. However, this 
graph is exceptional. The ‘flat’ shape of the curve (disregarding the gaps caused by silence or single 
pitch classes) is the result of the fact that the three analysed bars from Après la pluie are based (apart 
from the many single pitch classes) on a very restricted number of different set classes with a 
                                                
317 Arnold Schoenberg, Style and idea, Leonard Stein,  (ed.), Leo Black (transl.). Berkeley & Los Angeles: University of 
California Press, 1975, p. 260. 
318 Note how the symmetric shape of the first part of the curve reflects the symmetrical structure of the first two bars of the 
piece. 
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comparable (very low) degree of prime consonance: [2-1], [3-1] and [4-1], all representing chromatic 
pitch classes with no ‘holes’ (strict clusters or their inversions)319.  
 
 
 
Example 4.37: PC-graph of Après la pluie for piano, bar 1-3 
(unit of the horizontal axis = demi-semiquaver). 
 
 
One might conclude from this graph that a ‘constant’ low degree of prime consonance is represented 
by a ‘flat’ curve, with no big fluctuations. This, however, is not true. Greater variation in the set 
classes used inevitably results in a PC-graph with greater fluctuations; in that case, the degree of 
consonance is not ‘constant’—the PC-curve is no longer flat—but can still be ‘constantly low’ as is 
shown in the analysis of the first three bars of my piano piece A l’image du monde…originel (2013) 
shown in Example 4.38. 
 
 
 
 
Example 4.38: A l’image du monde…originel, for piano (2013) bar 1-3. 
 
 
The PC-graph of this excerpt is more typical for highly dissonant music, the PC-values of highly 
dissonant music are variable but they never (or rarely) exceed the symbolic threshold of 50.320  
 
A ‘constant’ degree of prime consonance is represented by a PC-curve with a restricted range, 
regardless of the absolute PC-values. A piece has a constant high degree of prime consonance if its 
degree of prime consonance fluctuates within a restricted range of high PC-values; it has a constant 
low degree of prime consonance when it has a restricted range of low PC-values. The PC-graph of A 
l’image du monde…originel, represented in Example 4.39 shows a constantly low degree of 
                                                
319 That is, if ic 1 can be called a cluster (consisting of two pitch classes). 
320 The maximum PC-value of CIG’s is kept under 50 in the construction of the PC-formula in order to create this symbolic 
threshold. 
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consonance: it never exceeds a PC-value of 50 and the piece is therefore highly dissonant. It is also 
constantly low because its extreme PC-values (12 and 49) stay within a restricted range of 37.  
 
 
 
 
Example 4.39: PC-graph of A l’image du monde…originel for piano, bar 1-3 
(unit of the horizontal axis = demi-semiquaver). 
 
We can compare this value with the ranges of the other analysed pieces. Bach’s Aria has PC-values 
between 100 and 26; it has a very broad PC-range of 74 (100 – 26). Even if we ignore the brief [2-1] 
(with PC(2-1) = 26), which may be said to distort the picture, the PC-range still amounts to a high 59, 
comparable to the PC-ranges of the Tristan prelude (55) and Schoenberg’s op.33a (59). Bach’s 25th 
Goldberg Variation on the other hand evolves within a more restricted PC-range of 40 (100-60); it is 
therefore said to have a constant high degree of prime consonance. 
 
Note that A l’image du monde…originel features an abundant use of sustain pedal. This is ignored in 
the PC-analysis. The actual perceived degree of prime consonance of the piece is certainly lower than 
the analysis indicates, since more complex chords are heard. However, the effect of the sustained 
sounds is hard to represent in the analysis because of the decay in intensity of the piano sound (the 
tones are not strictly sustained), and there is an undeniable difference in perceived sensory consonance 
between attacked sound complexes and sounds combinations with tones added to previous sounds. 
The complexity of this phenomenon makes it impossible to take pedal use into account in PC-analysis. 
However, this does not change much to the eventual result: even when the pedal is ignored, the degree 
of prime consonance of A l’image du monde…originel is constantly low. 
 
Conversely, in the PC-analysis of the Bach pieces, grace notes were interpreted as sounding at the 
same time as the notes they are attached to. This lowered the degree of prime consonance of the 
pieces. Still, the graphs show that Bach’s music is highly consonant, and that the high degree of prime 
consonance of the 25th Variation is constant. The conclusions of PC-analysis would be even more 
outspoken if applied more ‘strictly’. 
 
 
4.6.2 Relation between tonality and consonance 
 
Tonality and consonance are often understood as correlated phenomena. It is indeed true that much 
highly atonal music is at the same time highly dissonant, and that most music belonging to common-
practice is highly consonant. However, an increase in chromaticism (resulting in a lower degree of 
tonality) does not always entail a decreasing degree of prime consonance. This is obviously the case 
for monophonic music, since the concept of consonance doesn’t apply to it. But it is also true for 
polyphonic music. 
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We saw, for instance, that the average degrees of prime consonance of the highly diatonic Aria from 
Bach’s Goldberg Variations and the highly chromatic (and therefore less tonal) 25th Variation were 
almost identical. There is no prerequisite correlation between diatonicity/chromatism or degree of 
tonality on the one hand and degree of prime consonance on the other. Highly chromatic music usually 
has a lower (average) degree of tonality, but not necessarily a lower degree of prime consonance. 
Highly chromatic music can be highly consonant, as the Wagner analysis showed. The short phrase in 
Example 4.40 is an extreme example. This phrase has an average degree of prime consonance PC(av) = 
100, since it consists of harmonic intervals of perfect fifths throughout,. Still, it is highly chromatic 
and therefore it has a relatively low average degree of tonality T(av) = 33,25.321  
 
 
 
Example 4.40: Highly chromatic phrase with PC(av) = 100. 
 
 
 
Conversely, a highly diatonic and consonant piece can have a very low average degree of prime 
consonance, as is illustrated by the (extreme) cases of Example 4.41 a & b. The first phrase (Example 
4.41 a) has an immediate and constant degree of tonality of T(7-35) = 100, but a low average degree of 
prime consonance PC(av) = 33,50. The phrase in Example 4.41 b has a degree of consonance that 
gradually builds up to T(7-35) = 100 during the first bar. It also has a relatively high average degree of 
tonality322: T(av) = 67, but a degree of prime consonance that is even lower than that of the first phrase: 
it stays constantly at  PC(2-1) = 26, since the only harmonic intervals in this phrase are minor seconds. 
 
 
 
a 
 
 
b 
 
Example 4.41 a & b: Highly diatonic and highly tonal phrases  
with a low average degree of prime consonance. 
 
 
Although there is no necessary correlation between tonality and consonance, there is a remarkable 
feature of the degree of prime consonance of the tonal 7-sets ([7-32], [7-34] and [7-35]). In his 1994 
study on sensory consonance mentioned before, David Huron notices: “Among the pitch-class sets 
whose interval-class inventories conform most strongly with an index of perceived consonance are the 
three preeminent scales in Western music: the major diatonic scale, and the harmonic and melodic 
minor scales”323. Allan Smith rephrases Huron’s findings, stating: “in sets of 7 tones, 21 intervals 
                                                
321 The degree of tonality evolves per crotchet beat as follows: 14, 14, 65, 52 (maximum degree of tonality of the phrase), 38, 
37, 32. 
322 This is the evolution of the degree of tonality of the phrase: 1 during a crotchet, then quavers at 13, 19, 26, 58, 87, and 
finally 100 for the last quaver of the first bar and the entire second bar. 
323 David Huron, Interval-Class Content in Equally Tempered Pitch-Class sets: Common scales exhibit optimum tonal 
consonance, in Music Perception: an Interdisiplinary Journal, Vol. 11, N°3, 1994, p. 303. 
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existed among the tones. The most consonant combinations of these intervals were found in 7 sets, 
corresponding to the major diatonic scale, the natural minor scale, and the traditional modes”324 
 
This same conclusion can be drawn from the values obtained with the PC-formula. All 7-sets (pitch 
class sets or set classes with cardinality 7) have a low degree of prime consonance, merely due to the 
fact that they contain 7 pitch classes, so more dissonant intervals between their constituting pitch 
classes are unavoidable. But if we look at the PC-values for all 7-sets (shown in Example 4.42), we 
notice that the tonal 7-sets (the darker lines in Example 4.42) are indeed amongst the most consonant 
within the cardinality group: PC(7-32) = 35 and PC(7-34) = 44; the value for [7-35], PC(7.35) = 56, can even 
be termed ‘high’. 
!
!
 
Example 4.42: PC-values for 7-sets. 
[7-32], [7-34] and [7-35] are indicated darker. 
 
The only set classes with a degree of prime consonance in the same range (PC(7-n) between 35 and 56) 
are (apart from the obvious [7-32i]): [7-27] and [7-27i]. Example 4.43 a & b show an instance of both 
set classes. The high degree of prime consonance of both set classes is caused by the fact that their 
interval class vector <344451> contains at the same time a low number of ic 1’s (only 3, 2 being the 
lowest possible number) and a high number of ic 5’s (5, 6 being the highest possible number). Not 
surprisingly, set classes [7-27] and [7-27i] are very similar to a tonal 7-set: replacing D sharp by D 
natural in Example 4.43 a, and F natural by F sharp in Example 4.43 b, turns the former into the set of 
f melodic minor and the latter into c sharp melodic minor, both instances of [7-34]. 
 
 
 
a   b 
 
Example 4.43: Examples of pc-sets  
belonging to set classes [7-27] (a) and [7-27i] (b). 
 
 
In summary, although the tonal 7-sets have a relatively high degree of prime consonance within their 
cardinality group, and (by definition) the highest degree of tonality, this correlation is not necessarily 
reflected in musical implementation. Highly tonal music may have a low degree of prime consonance, 
while highly atonal music may possess a high degree of consonance. This certain degree of 
independence is caused by the fact that tonality is a context-related feature, whereas sensory 
consonance is not. 
                                                
324 Allan B. Smith, A “Cumulative” Method of quantifying Tonal Consonance in Musical Key Contexts” in Music 
Perception: An Interdisciplinary Journal, Vol. 15, N°2 (Winter, 1997), University of California Press, pp. 179. 
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With musical (context related) consonance, the picture would probably be different. Although musical 
consonance doesn’t lie within the scope of the present research, I want to briefly address it in the light 
of the tonality-consonance relation. As was discussed before, there are two kinds of musical 
consonance:  1) relative musical consonance (consonance determined by the contrast between 
successive pc-sets of different degrees of consonance), and 2) resolution-based or functional musical 
consonance. 
 
Relative musical consonance of a chord in a piece could be determined by calculating the  ‘retrograde’ 
average degree PC(R) of prime consonance of the preceding sounds in the piece. That is the average 
degree of prime consonance of the section of the piece immediately preceding the chord where all the 
PC- values lies within a determined narrow range around the average. The relative musical consonance 
of the chord in the piece is then determined by the deviation of its degree of prime consonance from 
PC(M) multiplied by a factor that depends on the length of the phrase over which PC(M) is calculated. 
The multiplying factor is necessary because contrasts in perceived relative musical consonance get 
stronger when the contrasting preceding average degree of prime consonance lasts longer. This gives a 
value ∆ (delta) for relative musical consonance that can be calculated with a formula of the following 
form: 
 
 ∆(x) = L(R) . [PC(x) – PC(R) ] 
 
where ∆(x)  is the relative musical consonance of chord x, and PC(x) is the degree of prime consonance 
of x. L(R) is the factor determined by the length L of the phrase immediately preceding x with PC-
values within the predetermined narrow range around PC(R). If this value is positive, x is relatively 
more consonant than the preceding music over length L; if it is negative, it is relatively more 
dissonant. The precise determination of factor L(R) exceeds the scope of the present research. 
 
Resolution-based musical consonance is less easily quantifiable. It may depend on the number of 
common pc’s between two adjacent pc-sets, but a further development of this idea does not lie within 
the scope of the present research, which only focuses on sensory consonance, since musical 
consonance plays only a minor role in CIG-serialism the way I use it. There are two reasons why 
musical consonance is only of marginal importance in my technique and idiom: first of all, CIG-
serialism pursues constant low degrees of consonance, and therefore large contrasts in degree of prime 
consonance are limited. The C-curve is kept as ‘flat’ as possible, i.e. within a limited range. Therefore 
also the values for ∆(x)  will stay relatively low. Secondly, by using rhythmic cells that extend the 
occurrence of each series note in time, there is always a high number of common pc’s between 
adjacent pc-sets. This results in music without contrasts in ‘functional’ tension worth mentioning, and 
therefore no fluctuations in resolution-based consonance worth mentioning..  
 
To bring this chapter to a close, a last remark is appropriate. As was mentioned before, ‘other aspects’ 
that influence the perception of consonance, such as timbre or loudness are not taken into account in 
PC-analysis. Only pitch classes with the same or ‘similar’ timbre, loudness, etc. are compared, 
regardless their timbre or loudness. Changing those parameters would change the absolute values of 
degrees of prime consonance, but not necessarily their relative values within the same timbre or 
loudness ranges. A very loud or very soft minor second will still be more dissonant than a perfect fifth 
of the same loudness (within acceptable limits)325. Since my aesthetic goal is not only to work with 
sound compounds of comparable degrees of consonance (low PC-ranges and low values of ∆(x)), but 
also to obtain homogeneously sounding music, large instantaneous contrasts of timbre and loudness 
hardly ever occur, and therefore significant contrasts in perceived consonance due to timbre of 
loudness are mostly absent from my pieces. Timbre, loudness and other parameters usually evolve in a 
gradual manner in my music, albeit often with extreme ranges (this is certainly the case with the 
dynamic range of most of my music). 
                                                
325 It may be the case that differences in degree of consonance become hard or impossible to discern for sounds at the 
auditory thresholds (absolute threshold of hearing (ATH) and threshold of pain).  
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4.7 Additional remarks  
 
It is important to note that the T-formula and PC-formula developed in the present research are not the 
only ones in their kind; they may not even be final versions. As was discussed, other researchers have 
developed theories and formulas to quantify aspects of tonality or consonance of tone combinations 
that are more or less similar to the formulas developed in chapters 3 and 4. However, none of them 
turn out to fit the present context adequately. The T and PC-formulas are different from the e.g. Robert 
Morris’s 1979 research on “similarity indices”326, from Isaacson’s “Interval-class Vector Similarity-
relation”327, which are “based on the interval-class-vector (V) associated with the sets that are 
members of a SC [set class]”328, or on “interval content of pitch-class set classes”,329 and from “Forte’s 
Rn relations [that] indicate the degree of correspondence between the respective terms of the [interval 
class vectors] of a pair of sets of the same cardinality”330. Also Dmitri Tymoczko’s idea of “musical 
distance”331, or Ian Quinn’s “Unified Theory of Chord Quality”332, mentioned before, do not fit the 
present purpose adequately. Amongst the reasons why the other theories don’t fit the present context 
can be sited: 1) the fact that similarity indices compare two pc-sets, whereas the T-formula is the result 
of the comparison of 4 pc-sets (the test set with [7-32], [7-34] and [7-35]), and 2) similarity indices 
based on interval content in interval-class vectors result in identical indices for Z-related pc-sets and 
their inversions, which is not necessarily true in the case degrees of tonality determined with the T-
formula. The T- and PC-formulas reflect my specific path of reasoning more precisely. As will be 
discussed in Part 2and 3, they describe the endophysical laws of my personal aesthetic universe. 
 
Finally, note that the degree of tonality of a series can be determined, but not its degree of prime 
consonance. The concept of prime consonance of a pitch class set relates only to simultaneously 
sounding tones. A series consists of consecutive notes. Only the simultaneous use of these notes 
results in a certain degree of prime consonance. A CIG-series therefore has no degree of prime 
consonance, but allows for the composition of music with a constant very low degree of prime 
consonance. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                
326 Robert Morris, A Similarity Index for Pitch-Class Sets, in Perspectives of New Music, Vol. 18, N°1/2, 1979, pp. 445-460. 
327 Eric J. Isaacson, Similarity of Interval-Class Content between Pitch-Class Sets: The IcVSIM Relation, in Journal of Music 
Theory, Vol. 34, N°1, 1990, pp. 1-28. 
328 Robert Morris, A Similarity Index for Pitch-Class Sets, in Perspectives of New Music, Vol. 18, N°1/2, 1979, p. 446. 
329 Eric J. Isaacson, Similarity of Interval-Class Content between Pitch-Class Sets: The IcVSIM Relation, in Journal of Music 
Theory, Vol. 34, N°1, 1990, p. 2. 
330 Eric J. Isaacson, Similarity of Interval-Class Content between Pitch-Class Sets: The IcVSIM Relation, in Journal of Music 
Theory, Vol. 34, N°1, 1990, p. 2. 
331 Dmitri Tymoczko, Three Conceptions of Musical Distance, in: Elaine Chew, Adrian Childs, & Ching-Hua Chuan (eds.), 
Mathematics and Computation in Music, Springer, 2009, pp. 258-273; Dmitri Tymoczko, Geometrical Methods in Recent 
Music Theory, Music Theory Online 16.1, 2010, http www.mtosmt.org/issues/mto.10.16.1/ mto.10.16.1.tymoczko.html [last 
accessed: 24 January 2013]. 
332 Ian Quinn, A Unified Theory of Chord Quality in Equal Temperaments, unpublished doctoral dissertation, 2004. 
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Chapter 5.  Assessment and adaptation of the CIG-technique 
!
!
5.1 Introduction  
 
Now that degrees of tonality and prime consonance have been determined, the initial claim that CIG-
serialism yields highly atonal and dissonant music can be assessed, and the final research question —
whether and how the technique of CIG-serialism can be adapted in order to result in even lower 
degrees of tonality and consonance—can be answered. This is the purpose of the present chapter. 
 
 
5.2 Assessment of CIG-serialism 
 
When the graphs representing the T- and PC-values of set classes calculated with the T- and PC-
formulas are compared, it is obvious that both graphs have a different shape. Tonality values tend to 
increase from cardinality 1 to 7, and decrease again towards the highest cardinality groups (see 
Examples 3.27 and the list of all degrees of tonality in Appendix 1). Prime consonance values are the 
highest for cardinality group 1, and decrease gradually with increasing cardinality (see Examples 4.30 
and the list of all degrees of prime consonance in Appendix 1). This indicates that tonality and 
consonance are independent aspects of music to a certain degree. Still it was noticed that there is some 
correlation between the two. Indeed, T-values and PC-values show a remarkable similarity reflected in 
their graphs. This similarity occurs within groups of set classes with the same cardinality. 
 
Example 5.1 shows the graphs for T-values and PC-values of all set classes of cardinality 3. The 
graphs can be divided in two parts. The group containing the first nine set classes (indicated in black in 
Example 5.1) has T-values and (more outspoken) PC-values that are generally lower than the second 
part of the cardinality group.  
 
      
a) T-values     b) PC-values 
 
Example 5.1: T-values (a) and PC-values (b) for cardinality group 3 compared.  
The group with lower values is indicated in black. 
 
 
The set class group with the lower degrees of tonality and prime consonance is the one that contains 
the CIG’s used in Smith Brindle’s ‘atonal series’ and in CIG-serialism. This seems to confirm 
Reginald Smith Brindle’s claim that the use of CIG’s (“note-groups of a chromatic nature”333) results 
in ‘atonal series’ (series which maintain throughout the same degree of atonality), and seems to 
                                                
333 Reginald Smith Brindle, Serial Composition, Oxford University Press, 1966, p. 12. 
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provide the answer to the central research question on the present text that CIG-serialism indeed 
results in highly atonal and dissonant music. 
 
This conclusion is premature however, because, although the use of CIG’s in the construction of 
series—and in the composition with such series— increases the probability that the resulting piece will 
have a low degree of tonality and prime consonance, this is not necessarily the case. The low degrees 
of tonality and prime consonance on a three note level may disappear on a broader level. For example, 
a harmonic minor scale ([7-32]) could be arranged in such a way that it consists entirely of CIG-3’s 
and could be part of a CIG-series, as is shown in Example 5.2: 
 
 
Example 5.2: Harmonic minor scale as part of a CIG-series. 
 
 
The degree of tonality of every CIG-3 contained in this example is low, but the degree of tonality of 
the whole is T(7-32) = 100. When the series in Example 5.2 occurs in an alleged ‘atonal series’, the 
degree of tonality of the series in Example 5.2 rises after the first three notes as soon as the fourth 
pitch class is added to it, in other words, when the CIG is extended into a pitch class set of cardinality 
4. With every additional extension of the series, the degree of tonality increases, as can be seen in the 
table of Example 5.3. Also, the degree of prime consonance stays relatively constant (between 34 and 
40) when the series is extended, whereas it should go down significantly with increasing cardinality if 
a low degree of prime consonance is envisaged. Note that the scale in Example 5.2 may be part of one 
of Reginald Smith Brindle’s atonal series, but not of a CIG-series, since the same CIG (ascending ic 2 
followed by ascending ic 1) occurs twice (at the very beginning and the very end of the scale), which 
is forbidden in CIG-series. But the sequence of the first six pitch classes is possible in a CIG-series, 
which would still raise the degree of tonality to an unacceptably high T(6-z29) = 73. 
 
 
set class name T(c-n) PC(c-n) 
3-2 18 37 
4-12 21 40 
5-z18i 34 34 
6-z29 73 36 
7-32 100 35 
 
Example 5.3: T- and PC-value evolution 
in the construction of the series of Example 5.2. 
 
 
Combinations like the sequence of the first six pitch classes in Example 5.2 should be forbidden if a 
high degree of atonality and dissonance is to be persued. Reginald Smith Brindle’s claim that series 
consisting exclusively of CIG’s have a (constant) high degree of atonality proves to be insufficient, 
even with the restriction imposed by the CIG-technique in the construction of series. It is therefore not 
enough to construct a series with CIG’s; the groups of higher cardinality need to have a low degree of 
tonality and prime consonance as well. Therefore the CIG-technique needs to be adapted and an extra 
restriction has to be introduced. 
 
 
5.3 CIG’s of higher order 
 
The phenomenon of the group of CIG’s with lower degrees of tonality and prime consonance within 
the set class group of cardinality 3 (see Example 5.1) also occurs within the set class groups of higher 
cardinality. The contrast between the set classes with low T- and PC-values and the others gets even 
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more outspoken with increasing cardinality, as can be seen in Example 5.4, where T-values and PC-
values for cardinality group 4 are shown. In this cardinality group the degrees of tonality and prime 
consonance of the first twelve set classes as a whole (indicated in black in the graph) is clearly lower 
than that of the rest of the cardinality group. 
 
 
      
a) T-values         b) PC-values 
 
Example 5.4: T-values (a) and PC-values (b) for cardinality group 4 compared.  
The group with lower values is indicated in black. 
 
 
A closer assessment of the first twelve set classes in the group of cardinality 4 (with extended forte 
names from [4-1] through [4-9]) reveals a remarkable feature shared by their prime forms (and 
inverted forms): the difference between 2 consecutive pitch class numbers in the prime forms of these 
set classes equals 1 in at least two of the three cases. For example, the prime form of set class [4-2] is 
(0,1,2,4). The difference between two successive pitch class numbers in this string is 1 between pitch 
classes with pc-numbers 0 and 1 (the first two pitch classes in the ordered set) and between pitch 
classes with pc-numbers 1 and 2, but not between pitch classes with pc-numbers 2 and 4 (the last two 
in the ordered set) that are ic 2 apart. A non-chromatic interval between two notes in the prime form of 
a pitch class set or set class will henceforth be called the non-chromatic gap. 
 
This means that, when the pitch classes in the prime form or inverted form of a pitch class set 
belonging to one of the twelve set classes of cardinality 4 in the low T- and PC-group are placed in 
ascending (or descending) order, there is never more than one non-chromatic gap, one interval 
between two successive notes that is not an (instance of) ic 1. Example 5.5 shows the prime forms 
(and inverted forms) of the twelve set classes thus ordered. This leads to an extension of the concepts 
of chromatic pc-set and CIG. Remember that chromatic pitch class sets of order 3 were defined as ‘pc-
sets containing 3 pitch classes, at least two of which are ic 1 apart’334; this is to say that their prime 
form has one non-chromatic gap at most. CIG’s were defined as ‘ordered pc-sets derived from 
chromatic pc-sets of order 3’335. Likewise, pc-sets of cardinality four with not more than one non-
chromatic gap (in their prime form) are called chromatic pc-sets of order 4, and ordered pc-sets 
derived from chromatic pc-sets of order 4 are defined as chromatic interval groups of order 4 or 
CIG-4’s. 
 
 
                                                
334 See Section 1.1.2. 
335 See Section 1.1.3. 
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Example 5.5: Prime forms of all CIG-4’s. 
The single non-chromatic gap is indicated with a horizontal bracket. 
 
 
The term CIG is thus no longer restricted to sets with cardinality 3. What was previously called a CIG 
(with no further specification of cardinality) will therefore henceforth be called a CIG-3 to distinguish 
between the CIG’s of different cardinalities. Note that four-note groups within a series may consist of 
only three different pitch classes; these are henceforth also called CIG-3’s with specification of the 
number of notes in the group. Example 5.6 shows a 4-note CIG-3.336 The first three notes (A-E-F) 
constitute a CIG-3. The next note (A) is a repetition of the first note, so the 4-note group is still a 
trichord.  
 
 
 
Example 5.6: a 4-note CIG-3. 
 
 
In general a CIG of cardinality n, or CIG-n, is defined as an ordered pitch class set consisting of n 
different337 pitch classes, at least n-1 of which are ic 1 apart (for n = 3 to 12) in their prime form, or as 
ordered pc-sets whose prime form contain one non-chromatic gap at most. Example 5.7 shows the 
prime form of all CIG-5’s.  
                                                
336 In the analyses of 56-CIG pieces in part 4, another special case will be discussed: chromatic 3-note groups with only two 
different pitch classes. These are actually ‘CIG-2’s’ (although CIG’s are only defined for groups of cardinality 3 and higher) 
since they are based on ic 1 or set class [2-1], and are therefore groups with only two different elements. 
337 The specification ‘different’ allows for repeated pitch classes within CIG’s. 
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Example 5.7: Prime form of all CIG-5’s. 
The single non-chromatic gap is indicated with a horizontal bracket. 
 
 
The number of ic 1’s (the first number) in the interval class vectors of any CIG-n is n-1 for instances 
of set classes with forte number [n-1], and n-2 for all other CIG-n’s.338 The ic-vectors of all other set 
classes have a number of ic 1’s lower than n-2. This rule will be called the interval class vector rule 
for CIG’s, or short ICV-rule in further arguments and proofs. 
 
For example, CIG-4’s have ic-vector  <321000> for instances of [4-1], and an ic-vector of the form 
<2…..> for all other CIG-4’s . All other set classes of cardinality 4 have an ic-vector of the form 
<1…..> or <0…..> (the five dots in the ic-vectors have to be replaced by the number for ic’s 2 to 5). 
 
Example 5.8 lists the set classes of the CIG’s of all cardinalities with their degrees of tonality and 
prime consonance. The cardinality groups of CIG’s correspond to the groups with ‘low’ T- and PC-
values for all cardinalities higher than 2 discussed before. Note that the CIG-6’s do not occur as a 
‘group’ in the graphs of Examples 3.27 and 4.30. Note also that all set classes with cardinalities higher 
than 9 represent CIG’s. 
 
As can be seen in Example 5.8, the degree of tonality of CIG’s (of any cardinality) never exceeds 32 
(the T-value for [6-z3i]); their degree of prime consonance is never higher than 49 (for [3-4] and [3-
4i]). It is therefore justified to say that music that is based exclusively on the use of CIG’s of all 
cardinalities yields the most atonal and dissonant result. Starting from this finding, the construction 
rules for CIG-series can be adapted in order to obtain the lowest possible degrees of tonality and prime 
consonance. 
 
 
 
 
 
                                                
338 This characteristic has a formal mathematical proof, but it can also be deduced after listing the ic-vector of all set classes 
(see Appendix 2). 
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set class name T(c-n) PC(c-n) 
3-1 7 20 
3-2 18 37 
3-2i 18 37 
3-3 15 45 
3-3i 15 45 
3-4 16 49 
3-4i 16 49 
3-5 12 37 
3-5i 11 37 
   
4-1 8 15 
4-2 12 26 
4-2i 12 26 
4-3 20 29 
4-4 13 31 
4-4i 13 31 
4-5 8 26 
4-5i 8 26 
4-6 10 27 
4-7 16 36 
4-8 11 31 
4-9 6 25 
   
5-1 6 12 
5-2 19 20 
5-2i 19 20 
5-3 18 22 
5-3i 18 22 
5-4 14 19 
5-4i 14 19 
5-5 13 20 
5-5i 13 20 
5-6 8 22 
5-6i 10 22 
5-7 5 20 
5-7i 5 20 
   
6-1 15 10 
6-2 26 14 
6-2i 22 14 
6-z3 28 16 
6-z3i 32 16 
6-z4 16 16 
6-5 18 16 
6-5i 18 16 
6-z6 12 17 
6-7 4 14 
6-z36 21 16 
6-z36i 24 16 
6-z37 22 16 
6-z38 19 17 
 
 
 
 
 
set class name T(c-n) PC(c-n) 
7-1 4 8 
7-2 22 13 
7-2i 22 13 
7-3 19 15 
7-3i 20 15 
7-4 15 12 
7-4i 15 12 
7-5 13 13 
7-5i 13 13 
7-6 9 15 
7-6i 16 15 
7-7 4 13 
7-7i 4 13 
   
8-1 3 6 
8-2 21 11 
8-2i 21 11 
8-3 20 12 
8-4 24 13 
8-4i 24 13 
8-5 10 11 
8-5i 10 11 
8-6 17 11 
8-7 17 15 
8-8 9 13 
8-9 8 10 
   
9-1 2 4 
9-2 20 9 
9-2i 20 9 
9-3 22 12 
9-3i 22 12 
9-4 16 13 
9-4i 16 13 
9-5 16 9 
9-5i 12 9 
   
10-1 2 3 
10-2 23 9 
10-3 29 13 
10-4 20 15 
10-5 26 16 
10-6 15 8 
   
11-1 1 2 
   
12-1 1 1 
 
 
 
 
 
Example 5.8:  List of chromatic pc-sets for all cardinalities 
with their T- and PC-values. 
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5.4 Adaptation of CIG-serialism: general CIG-serialism 
 
5.4.1 Extending CIG-3’s 
 
To obtain the highest possible degrees of atonality and dissonance—which is the aim of the present 
research—CIG’s should consist exclusively of CIG’s of all cardinalities. Whenever a succession of 
any number of pitch classes higher than 3 in a CIG-3 series is not an ordered chromatic pitch class set, 
its degree of consonance and/or prime consonance may rise, as is the case in the harmonic minor 
group in Example 5.2. Indeed, although all groups of three successive notes in this example are CIG’s, 
the groups of more than three successive notes are not always CIG’s. The ordered pitch class set 
formed by the first four pitch classes (D-E-F-G sharp) in example 5.2, for instance, is an instance of 
[4-12]. Notes 2 to 5 (E-F-G sharp-A) are an instance of [4-7]—and therefore a CIG-4—but notes 3 to 
6 (F-G sharp-A-B) are again an instance of [4-12]. None of the groups of cardinalities 5, 6, and 7, in 
the example are CIG’s. Successions such as the first or last six pitch classes in Example 5.2—which 
are theoretically possible in the original CIG-serialism—should be ruled out in the construction of 
CIG-series if the aim is to obtain the highest possible degrees of atonality and dissonance. 
 
The question is then how to construct CIG-series that consist entirely of CIG’s of all cardinalities. In 
the first place, the initial construction rules339 remain intact:  
 
 • In a CIG-series, all three successive pitch classes are CIG-3’s. 
 • Each of the 54 CIG-3’s occurs exactly once. 
  • A CIG-series is closed (this way amotivity is guaranteed).  
 
Of these rules, the second cannot be extended to CIG’s of higher order. It is impossible to construct a 
CIG-series with all CIG-3’s and all CIG-4’s occurring exactly once simultaneously. Experiments with 
CIG-4’s made it immediately clear that constructing series based on CIG-4’s is problematic; not only 
is the number of possible CIG-4’s too high for practical use, an additional problem is that some CIG-
4’s do not consist of two interwoven CIG-3’s—which disqualifies them from the outset, since it 
breaks construction rule 1—and CIG-3’s occur more than once in all possible CIG-4 combinations, 
which is a breach of construction rule 2. An example of a CIG-4 that does not consist of 2 CIG-3’s is 
shown in Example 5.9. The last three notes in the CIG-4 of this example form a CIG-3 (instance of [3-
1]), but the first three notes don’t (they are an instance of [3-8i]), and therefore the CIG-4 cannot be 
used in the construction of the CIG-series. Example 5.10 shows two different CIG-4’s that cannot 
occur simultaneously in a CIG-series, because they contain the same CIG-3 (only distinct by 
transposition), which would make the series motivic. 
 
 
Example 5.9: A CIG-4 not consisting of two CIG-3’s.  
The first three notes (indicated with square brackets)  
constitute no CIG-3 (it is an instance of [3-8i]). 
 
 
 
Example 5.10: Two different CIG-4’s containing the same CIG-3  
(indicated with square brackets. The common CIG-3  
is transposed down a semitone in the second CIG-4). 
                                                
339 See Section 1.1.4. 
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The objections to the use of CIG-4’s as a basis for the construction of CIG-series only intensify for 
CIG’s of higher cardinality. Therefore, CIG-3’s as the basis for CIG-serialism remains the best option, 
and the only practically feasible. The aim is now to order the CIG’s in such a manner that they 
produce series in which all groups of higher cardinality are CIG’s. Starting from an arbitrary CIG-3, a 
series will be constructed by cumulatively adding new notes that are the last note of a CIG-3 that did 
not occur before. Each new note also has to be part exclusively of CIG’s of all cardinalities up to the 
cardinality of the complete series up to that point. 
 
 
5.4.2 From CIG-3 to CIG-4 
 
In a first step, a CIG-3 is extended to form an ordered pitch class set with four notes consisting of two 
interwoven CIG-3’s; the ordered four-note set is either a tetrachord or a 4-note CIG-3 (when the first 
and last note are instances of the same pitch class). In most cases the tetrachord will automatically be a 
CIG-4. When, for instance, the CIG-3 in Example 5.11 is extended with one additional note in such a 
manner that the last three notes form a (different) CIG-3, the resulting four-note group is automatically 
a CIG-4 (or a 4-note CIG-3, as in the first case). All other possible extensions are excluded because 
they would not result in a CIG-3 for the last three-note group. 
 
 
 
Example 5.11: All possible extensions of a CIG-3 (first staff)  
automatically resulting in CIG-4’s (or a 4-note CIG-3 as in the first case)  
consisting of 2 CIG-3’s. 
 
 
Tetrachord extensions of CIG-3’s do not always result in CIG-4’s, even if the additional note forms a 
CIG-3 in combination with the previous two notes. In Example 5.12, for instance, there are 11 ways to 
extend the CIG-3 consisting of F, C and D flat in such a manner that the added note forms a CIG-3 
with the preceding C and D-flat. Five of these extensions result in a tetrachord that is not a CIG-4. 
These are indicated with an asterisk (*) in Example 5.12. One extension results in a 4-note CIG-3 
(indicated with “CIG-3” in Example 5.12). 
 
 
 
Example 5.12: All possible extensions of a CIG-3 (first staff)  
not exclusively resulting in CIG-4’s (non-CIG-4’s are indicated with *).  
One group is a 4-note CIG-3. 
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The significant difference between Examples 5.11 and 5.12 is the position of the chromatic interval 
class (ic 1) in the initial CIG-3. When the initial CIG doesn’t end on a chromatic interval (ic 1), an 
extension of the CIG-3 with an additional note that is the last note of a new CIG-3 always results in a 
CIG-4 or a 4-note CIG-3. Indeed, when the last two notes of the initial CIG-3 are not ic 1 apart, they 
can only become the first two notes of a CIG-3 if the additional pitch class is at ic 1 distance from at 
least one of those two notes, otherwise a second non-chromatic gap is created and the final three notes 
do not constitute a CIG-3. In Example 5.11, D flat and F are not ic 1 apart. They can only become the 
first two notes of a new CIG-3 if the additional note is C, D, E or G flat (ic 1 distance from D flat or 
F). The four-note group thus obtained is always a CIG-4 or 3-note CIG-3. There can never be an extra 
non-chromatic gap in the prime form of the four-note group (see Example 5.5); therefore extensions of 
CIG-3 that do not end on ic 1 are automatically extended into CIG-4’s or 4-note CIG-3’s. 
 
Extensions that do not result in either 4-note CIG-3’s or CIG-4’s can only occur when the initial CIG-
3 ends on a chromatic interval (ic 1), as is the case in Example 5.12 (between C and D flat). Indeed, 
there are more possibilities to turn the group C-D flat into a CIG-3 by adding a note; any other pitch 
class can be added. In some cases the resulting tetrachord is not a CIG-4. If the added note is not at ic 
1 distance from the two previous notes it has to be at ic 1 distance from the first note, otherwise an 
additional non-chromatic gap is created. The only exception occurs when the initial CIG-3 is a 
permutation of set class [3-1] (which has no non-chromatic gap). In that case all extensions result in 
CIG-4’s (or a 4-note CIG-3 in one case) as can been seen in Example 5.13. Indeed, since there was no 
non-chromatic gap in the initial CIG-3, there can be one non-chromatic gap at most after extension. 
 
 
 
Example 5.13: Extension of a CIG-3 that is an instance of set class [3-1] (first staff) 
resulting in nine possible CIG-4’s and one 4-note CIG-3. 
 
 
The assertion that extensions of CIG-3’s (with one note that forms a CIG-3 with the previous two 
notes) always result in either 4-note CIG-3’s or CIG-4’s except in some cases where the initial CIG-3 
ends with the chromatic interval (ic 1) is called the extension rule for CIG-3’s. 
 
Extension rule for CIG-3’s: 
 
If CIG-3 (a-b-c) is extended by adding a note p that is the last note of CIG-3 (b-
c-p), the resulting 4-note group (a-b-c-p) is always a CIG-4 or a 4-note CIG-3, 
except in some cases where ic(b-c) = 1 and (a-b-c) is no instance of [3-1]. 
 
A formal (mathematical) proof of the extension rule for CIG-3’s is given in Appendix 3. In this proof 
a distinction is made between CIG-3’s not ending on a chromatic interval (Case 1: ic(b-c) ≠ 1) and CIG-
3’s that do Case 2: ic(b-c) = 1). The second case is further divided in CIG-3’s that are permutation of [3-
1] (Case 2.2) and CIG-3’s that aren’t (Case 2.1). 
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5.4.3 From CIG-4 to CIG-5  
 
When an extra note p is added to a CIG-4 (a-b-c-d) consisting of two CIG-3’s (a-b-c) and (b-c-d), it is 
turned into a five-note group.340 This five-note group has a structure of increased complexity; its 
consecutive notes consist at the same time of two CIG-4’s (or a CIG-4 and a 4-note CIG-3 if note p = 
note b) and of three CIG-3’s. Example 5.14 is a graphical representation of such a five-note group (a-
b-c-d-p).341 
 
Example 5.14: Graphical representation of the extension  
of CIG-4 (a-b-c-d) into a five-note group (a-b-c-d-p). 
 
 
As in the extension of CIG-3’s, to find out which extensions of CIG-4’s lead to CIG-5’s or 5-note 
CIG-4’s, a first distinction is made between CIG-4’s (a-b-c-d) ending on a non-chromatic interval 
(Case 1, ic(c-d) ≠ 1), and those ending on a chromatic interval (Case 2: ic(c-d) = 1).  
 
Let us first consider the case where the interval between the last two notes of the CIG-4 is non-
chromatic (ic(c-d)  ≠ 1).  The ICV-rule tells us that—since (c-d-p) is a CIG-3—the value for ic 1 in the 
ic-vector of (c-d-p) is 1 or 2. Therefore either the interval between c and p or between d and p has to 
be chromatic (ic(c-p) = 1 or ic(d-p) = 1) or both. (a-b-c-d) is a CIG-4 and therefore the value for ic 1 in the 
ic-vector of (a-b-c-d) is 2 or 3 (again as a result of the ICV-rule). Since (a-b-c-d-p) is a superset342 of 
(a-b-c-d) it contains the same interval classes between its notes a, b, c and d as (a-b-c-d). Since in 
addition either ic(c-p) = 1 or ic(d-p) = 1) (or both), The value for ic 1 in the ic-vector of (a-b-c-d-p) is at 
least 1 higher than that of (a-b-c-d). Therefore the value for ic 1 in the ic-vector of (a-b-c-d-p) is 3 or 
4. From the ICV-rule follows that (a-b-c-d-p) is therefore always a CIG-5.  
 
A formal proof for this assertion is given in Appendix 3. It is similar to the one given for the extension 
of CIG-3’s. A more intuitive ‘visualised proof’ is given in Examples 5.15 a and b, showing the 
possible connections between notes in five-note groups (a-b-c-d-p) that are extensions with a CIG-3 
(c-d-p) and a CIG-4 or 4-note CIG-3 (b-c-d-p) of CIG-4 (a-b-c-d), which in turn consists of two CIG-
3’s ((a-b-c) and (b-c-d)). Note that the proof makes no distinction between CIG-3’s (b-c-d) that are no 
instances of [3-1] (shown in Example 5.15 a) and CIG-3’s (b-c-d) that are instances of [3-1] (shown in 
Example 5.15 b). The horizontal lines in the grid of Example 5.15 a and b (and in the next similar 
examples) represent semitone intervals. The gap between the lower and upper part in Example 5.15 a 
indicates that the interval can be increased or reduced at this point.343 As can be seen in Examples 5.15 
a and b, all possible ‘trajectories’ from note a to note p result in either a CIG-5 or a 5-note CIG-4. The 
examples cover only ascending non-chromatic intervals c-d. For descending non-chromatic intervals, 
the trajectories have to be inverted.  
                                                
340 Only extensions of CIG-4’s are considered here. Extensions of 4-note CIG-3’s are identical to extensions of other CIG-
3’s. These have been discussed in the previous section. 
341 a, b, c, d, and e are not pitch names (which are always written in capitals), but letter names indicating the position of the 
pitch classes within the five-note group. They may represent any pitch classes. 
342 A set A is a superset of set B, if B is a subset of A, that is: if B is contained in A. 
343 The separation between the upper and lower part of the grid can be extended to a maximum distance of ic 6 between notes 
c & d, and compressed to a minimum distance of ic 2 between c & d in Example 5.15, ic 3 between b & c in Example 5.16 a, 
and ic 2 between b & c in Example 5.16 b (as long as b-c-d is not turned into a 3-1). Trajectories in which notes c and d occur 
twice between notes a, b, c and d have been eliminated because only extensions of CIG-4’s a-b-c-d are considered 
(necessarily four different pitch classes) and the croups c-d-e are CIG-3’s (note that note e may be the same as note a or b, 
resulting in a 4-note CIG-5. 
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a      b 
 
Example 5.15: Possible extension of CIG-4 (a-b-c-d) 
when interval between notes c and d is no ic1,  
a) when CIG-3 (b-c-d) is no instance of [3-1],  
and b) when (b-c-d) is an instance of [3-1]. 
 
 
The situation becomes more complicated when the initial CIG-4 (a-b-c-d) ends on a chromatic 
interval. In this case a distinction has to be made between initial CIG-4’s that end on a CIG-3 (b-c-d) 
that is an instance of set class [3-1], and those that don’t. 
 
When (b-c-d) is no instance of [3-1], the formal proof in Appendix 3 demonstrates that the extension 
of CIG-4 (a-b-c-d) always results in either a 5-note CIG-4 (if note p is the same as either note a or b) 
or a CIG-5. This is due to the fact that note p is also part of CIG-4 (b-c-d-e), because it entails that 
note p is at ic 1 distance from at least one of the notes of that CIG-4. Likewise, note a is at ic 1 
distance from at least one of the other notes of the CIG-3 (a-b-c) it belongs to. No new non-chromatic 
gap can be created by note p, and therefore the extension of CIG-4 always results in either a 5-note 
CIG-4 or a CIG-5. This intuitive proof is visualized in example 5.16 where, again, only ascending 
(chromatic) intervals between notes c and d are shown. 
 
 
      
a       b 
 
Example 5.16: Possible extension of CIG-4 (a-b-c-d) 
when ic(c-d)  = 1, but CIG-3 (b-c-d) is no instance of [3-1], 
(a) with changing direction (down-up)  
and (b) in one direction (up-up) for (b-c-d). 
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Let us now consider extensions of CIG-4 (a-b-c-d) in which CIG-3 (b-c-d) is a permutation of  [3-1] 
and the interval between the last notes of the CIG-4 is chromatic (ic(c-d) = 1). A distinction has to be 
made here between CIG-3’s (b-c-d) that consist of two consecutive interval classes in changing 
direction (a descending ic 2 followed by an ascending ic 1: [-2 +1], or vice versa: [+2 -1]), and CIG-
3’s (b-c-d) that consist of two semitone intervals in the same direction (either [+1 +1] or [-1 -1]). 
 
When CIG-3 (b-c-d) consists of two interval classes in changing direction, the interval between b and 
c is non-chromatic (it is indeed either +2 or -2, otherwise (b-c-d) would not be an instance of [3-1]). 
Since (a-b-c) is a CIG, note a has to be at ic 1 distance from b or c.344 This means that there is no non-
chromatic gap in CIG-4 (a-b-c-d). It is therefore a permutation of an instance of [4-1] and the value of 
ic 1 in its interval class vector is 3. Any extension of CIG-4 with note p would have a value of ic 1 in 
its interval vector that is at least 3 and would therefore be either a 5-note CIG-4 or a CIG-5 (in 
accordance with the ICV-rule). A visualisation of this intuitive proof is shown in Example 5.17. A 
formal proof is given in Case 2.2.1 of the proof for extensions of CIG-4’s in Appendix 3.  
 
 
 
Example 5.17: Possible extension of CIG-4 (a-b-c-d) ending on ic 1 
when the CIG-3  (b-c-d) is a permutation of [3-1] 
with changing directions (here: [-2 +1]). 
 
 
 
When CIG-4 (a-b-c-d) ends on a CIG-3 (b-c-d) that consists of two semitone intervals in the same 
direction (either [+1 +1] or [-1 -1]), the situation is similar to the previous one if (a-b-c-d) is a 
permutation of an instance of [4-1]. In that case, extensions of (a-b-c-d) are always either a 5-note 
CIG-4 or a CIG-5, as is shown in Example 5.18 and formally proved in Case 2.2.2.2 of the proof for 
the extension rule for CIG-4’s in Appendix 3. Note that there is only one possibility for note a to form 
a CIG-4 (a-b-c-d) that is a permutation of an instance of [4-1]. The other possibility (a being a 
semitone lower than b) is excluded because then CIG-3’s (a-b-c) and (b-c-d) would be the same CIG-3 
(different only in transposition), which is impossible in CIG-series. 
 
                                                
344 In this case a cannot be at ic 1 distance from both b and c, otherwise note a would be the same as not d and (a-b-c-d) 
would not be a CIG-4. 
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Example 5.18: Possible extension of CIG-4 (a-b-c-d) that is an instance of [4-1], 
where CIG-3  (b-c-d) is an instance of  [3-1] in one direction (here: +1 +1). 
 
 
Extensions of CIG-4 (a-b-c-d) can only result in a 5-note group that is not a 5-note CIG-4 or a CIG-5 
in some cases where (a-b-c-d) (ending on a CIG-3 (b-c-d) consisting of two semitone intervals in the 
same direction) is not a permutation of an instance of [4-1]. Since in this case neither note a nor note p 
are necessarily at ic 1 distance from one of the notes of (b-c-d), there is a possibility that both form a 
non-chromatic gap with the other notes of the 5-note group. This is shown in Example 5.19 and 
formally proved in Case 2.2.2.1 of the proof of the extension rule for CIG-4’s in Appendix 3. 
 
 
 
 
Example 5.19: Possible extension of CIG-4 (a-b-c-d) that is no instance of [4-1], 
where CIG-3  (b-c-d) is an instance of  [3-1] in one direction (here: +1 +1). 
 
 
It is clear that in Example 5.19 some ‘trajectories’ from a to p do not result in either 5-note CIG-4’s or 
CIG-5’s. An example of a five-note group consisting entirely of CIG-3’s and CIG-4’s that is neither a 
CIG-5 nor a 5-note CIG-4 is shown in Example 5.20. In the five-note group of this example, there are 
two non-chromatic gaps (between C and E, and between G flat and A). 
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Example 5.20: A five-note group that is not a CIG-5, 
although it consists exclusively of CIG-3’s and CIG-4’s. 
 
 
On the basis of the above considerations, a general rule for the extension of GIG-4’s into five-note 
groups can be formulated as follows: 
 
Extension rule for CIG-4’s: 
 
If CIG-4 (a-b-c-d) consisting of two CIG-3’s (a-b-c) and (b-c-d) is extended by 
adding a note p that is the last note of CIG-3 (c-d-p) and of CIG-4 (b-c-d-p), the 
resulting 5-note group (a-b-c-d-p) is always a CIG-5 or a 5-note CIG-4, except in 
some cases where (b-c-d) is an instance of 3-1 with ic(b-c) = 1 and ic(c-d) = 1 (and 
both +1 or both -1)345. 
 
 
5.4.4 From CIG-5 to CIG-6 and higher cardinalities  
 
When a CIG-5 (a-b-c-d-e)—obtained with the accumulative method described above (shown in 
Example 5.21)—is extended with an extra pitch class p that forms CIG’s of cardinalities 3, 4 and 
(possibly) 5 with four of the preceding notes of the CIG-5 (CIG-3 (d-e-p), CIG-4 or 4-note CIG-3 (c-
d-e-p) and CIG-5 or 4-note CIG-5 (b-c-d-e-p)), the resulting six-note group (a-b-c-d-e-p) (see Example 
5.21) is always a CIG-6 or a 6-note CIG-5 (the latter occurs when note p is the same as note a, b or c).   
 
 
 
Example 5.21: Graphical representation of the extension 
of CIG-5 (a-b-c-d-e) into a six-note group (a-b-c-d-e-p). 
 
 
Likewise, every extension of a CIG-n of order n higher than 5 with a note p that is the last note of a 
CIG-3, a CIG-4 and a CIG-5 always results in an (n+1)-note CIG-n or a CIG-(n+1). This results in the 
following general extension rule for CIG’s of cardinality 5 and higher: 
                                                
345 Otherwise note b = note d and (b-c-d) is no CIG-3. 
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Rule for extension of CIG-n to (n+1)-note group (for 5 ≤ n): 
 
If CIG-n (for 5 ≤ n) (z(n)-z(n-1)…z(2)-z(1)) consisting exclusively of unique 
CIG’s of all cardinalities between 3 and n is extended by adding a note p that is 
the last note of unique CIG-3 (z(2)-z(1)-p), of CIG-4 (z(3)-z(2)-z(1)-p), and of 
CIG-5 (z(4)-z(3)-z(2)-z(1)-p), the resulting (n+1)-note group (z(n)-z(n-
1)…z(2)-z(1)-p) is always a CIG-(n+1) or a (n+1)-note CIG-n. 
 
 
A formal proof of this extension rule is given in Appendix 3. In this proof, again, a first distinction is 
made between CIG-n’s that end on a chromatic interval (Case 1) and those that end on a non-
chromatic interval (Case 2). In the former a further distinction is made between CIG-n’s that end on 
CIG-3’s that are instances of [3-1] (Case 2.2) and those that don’t (Case 2.1). Ever further 
subdivisions culminate in a proof by mathematical induction.  
 
Note that, although the order of CIG’s in the rule for extensions of CIG’s of order 5 and higher is not 
limited, in practice it is only relevant for CIG’s up to order 8. Pitch class sets of order 10 to 12 are 
always CIG’s; they all contain one non-chromatic gap at most and the value of ic 1 in their interval 
class vector is always one or two less than their order (e.g. the value of ic 1 in the interval class vector 
of pitch class sets of cardinality 10 is always 8 or 9). 
 
 
5.4.4 General CIG-serialism 
 
The ascertainment that CIG’s have the lowest degree of tonality and prime consonance within all 
cardinality groups in combination with the above formulated extension rules for CIG’s can now 
function as a starting point for the adaptation of CIG-serialism in order to obtain series with the 
highest possible degrees of atonality and dissonance. 
 
A first question to answer is: if CIG-series have to consist exclusively of CIG’s of all cardinalities, 
which CIG’s should be used as ‘building blocks’ or basic ‘structural units’ for the series? The original 
technique was based on the combination of CIG-3’s, but if also note-groups of higher cardinality have 
to be CIG’s, is it appropriate or even possible to use CIG’s of higher order as structural units or 
building blocks?   
 
The answer is provided by the following consideration: there are twelve set classes representing CIG-
4’s (See Example 5.5). Each of these has 24 possible permutations. There are therefore 288 possible 
CIG-4’s. Series using all CIG-4’s once as structural unit would consist of 288 notes, which is 
extremely long. Moreover, not all of those CIG-4’s consist of two CIG-3’s (see Example 5.9) and the 
same CIG-3’s occur in different CIG-4’s, which would destroy the amotivity of CIG-series. This 
problem only intensifies with increasing cardinality of CIG’s. Therefore the only possible structural 
units for CIG-series are CIG-3’s, as was the case in the original CIG-3 technique.346 
 
Even when CIG-3’s are used as a structural unit, it is still possible to construct series that consist 
entirely of CIG’s of higher order.347 I call CIG-series in which all note-groups of consecutive notes of 
all cardinalities are CIG’s (at least up to order 5) general CIG-series, and the serial technique based 
on such series general CIG-serialism. When henceforth the term ‘CIG-serialism’ is used, it refers to 
general CIG-serialism. The original CIG-technique is only a special case of CIG-serialism: CIG-3 
                                                
346 The possibility to use CIG-4’s as structural units was explored during the construction of the series of Danse du feu. (see 
Section 9.4.3). 
347 The CIG’s are not necessarily of all higher orders. The series of A l’image du monde… originel and A l’image du monde… 
double, for instance use only eleven pitch classes. CIG-12’s do not occur in the series or scores of these two pieces (see Part 
3). 
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serialism. So is CIG-3/4-serialism, the technique based on series consisting entirely of CIG-3’s and 
4’s, but not necessarily of CIG-groups of higher cardinalities (as in Example 5.20).348  
 
From the assessment of CIG-serialism (Section 5.2) we can conclude that general CIG-series have the 
lowest degrees of tonality and prime consonance. Their construction is more limited than that of CIG-
3 or CIG-3/4 serialism. The limitations are determined by the following construction rules for 
(general)-CIG-series. 
 
The original construction rules are preserved:  
 
 • CIG-series have CIG-3’s as their unique elementary structural units.  
 • Each CIG-3 occurs exactly once in a CIG-series  
 • The series is ‘closed’ in order to preserve amotivity.  
 
These three original construction rules are supplemented with two ‘restriction rules’. 
 
From the extension rule for CIG-3’s we know that when two CIG-3’s are combined (interwoven), the 
resulting four-note group is always a CIG-4 except possibly when the first CIG in the four-note group 
ends on ic 1 (this is never the case when the first CIG-3 is a permutation of an instance of [3-1]). This 
means that the extension of sixteen CIG-3’s is limited according to the following restriction rule: 
 
First Extension Rule for general CIG-serialism: 
 
Whenever a CIG-3 (that is not a permutation of an instance of [3-1]) ending on ic 1 
occurs in the construction of a series, the choice for the next CIG-3 is limited to 
those CIG-3’s that result in a CIG-4. This means the additional note (the last note in 
the added CIG-3) has to be at ic 1 distance from at least one note of the preceding 
CIG-3.  
 
The ordered prime form of all CIG-3’s with restricted extension possibilities for the first restriction 
rule is shown in Example 5.22.  
 
 
 
Example 5.22: CIG-3’s with restricted extension possibilities for the first restriction rule. 
 
 
When, for instance, in the construction of a CIG-series, the last added CIG-3 was F-C-D flat (see 
Example 5.23), the following CIG-3 (starting on C-D flat) has to end on either F sharp, F (resulting in 
                                                
348 A l’image du monde… originel and A l’image du monde… double are examples of CIG-3/4-serialism, but also 
coincidentally of general CIG-serialism (see Part 3). 
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a 4-note CIG-3), E, D or B. Any other added note would not result in a CIG-4 for the last four notes in 
the series. 
 
 
Example 5.23: A CIG-3 with limited extension possibilities. 
 
 
The second restriction rule for the construction of CIG-series is determined by the fact that extensions 
of CIG-4’s to CIG-5’s with the addition of a last note of a unique CIG-3 do not always result in CIG-
4’s. The extension rule for CIG-4’s shows that this may happen when the last CIG-3 is a permutation 
of an instance of [3-1] in one direction, either a succession of the ordered interval classes +1 +1 or -1 -
1. This means that the extension of two CIG-3’s is limited according to the following restriction rule: 
 
Second Extension Rule for general CIG-serialism: 
 
Whenever a CIG-3 that consists of two consecutive ic 1-steps in the same direction 
occurs in the construction of a series, the choice for the next CIG-3 is limited to 
those CIG-3’s that result in a CIG-5. This means that the additional note (the last 
note in the added CIG-3) has to be at ic 1 distance from at least one note of the 
preceding CIG-4.  
 
The ordered prime form of all CIG-3’s with restricted extension possibilities for the second restriction 
rule is shown in Example 5.24.  
 
 
Example 5.24: CIG-3’s with restricted extension possibilities 
for the second restriction rule. 
 
When, for instance, in the construction of a CIG-series, the last added CIG-3 was C-C sharp-D (see 
Example 5.25), the following CIG-3 (starting on C sharp-D) has to end on either F sharp, F (resulting 
in a 5-note CIG-4), E, D sharp, C (resulting in a 4-note CIG-3 and a 5-note CIG-4) or B. Any other 
last note would not result in a CIG-5. 
 
 
 
Example 5.25: A CIG-4 containing a CIG-3 with limited extension possibilities.  
The CIG-3 that causes the restricted extension possibilities is indicated. 
 
 
 
As was proofed by the extension rule for CIG’s or order 5 and higher, extensions of those CIG’s 
always result in CIG’s. Therefore, no additional restriction rules are required. Of the 54 CIG-3’s, only 
18 have restricted extension possibilities. If the two restriction rules are obeyed when these CIG-3’s 
occur as the last CIG-3 in the construction of the series, the resulting series is always a general CIG-
series, guaranteeing the lowest possible degree of tonality and prime consonance.  
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5.4.5 Additional remarks 
 
5.4.5.1 Consonant intervals 
 
The term ‘CIG’ is restricted to note groups of cardinality 3 or higher in the construction of the series. 
Ordered intervals (note groups of cardinality 2) are not included. Highly consonant intervals (e.g. ic 5 
which has the highest possible degree of prime consonance PC(1-5) = 100) occur in the series however, 
and this may disturb the constant degree of prime consonance of a piece. However, highly consonant 
intervals in the series are always surrounded by intervals that combine to form a CIG. Thus, highly 
consonant harmonic intervals can easily be avoided in the scores through implementation of the ‘chord 
rule’ discussed in Section 1.1.6. Whenever they would occur in a piece, the highly consonant 
harmonic interval can be made highly dissonant by adding one or several series notes preceding or 
succeeding the pitch classes of the consonant interval.  
 
Notes 47 (A) and 48 (D) in the series of Danse de l’eau et de l’air for orchestra (2014), for instance, 
form ic 5 (see Example 5.26). The occurrence of this highly consonant harmonic interval has to be 
avoided in the score to keep the degree of consonance low. 
 
 
 
Example 5.26: RHS for bar 213-216 of Danse de l’eau et de l’air,  
showing rhythmic cells for series notes 47 and 48 (and the beginning of 49). 
 
 
A first way to escape the occurrence of ic 5 as a harmonic interval is to avoid sounding the pc’s at the 
same time, which is possible in the case of Danse de l’eau et de l’air since in the RHS of this piece, 
they are never attacked at the same time. But even if the notes forming ic 5 (or another highly 
consonant interval) have simultaneous attacks in the RHS of a piece or if the piece is polyphonic at the 
moment where a highly consonant interval occurs in its RHS, the degree of consonance can always be 
kept low. In bars 214 and 215 of Danse de l’eau et de l’air, for instance, where notes 47 and 48 occur, 
the D is immediately accompanied by C sharp; at the end of bar 215, A is accompanied by B flat (see 
Example 5.27). As a result of the way CIG-series are constructed it is always possible to reduce the 
degree of prime consonance in this way. 
 
Whereas passages with increased degrees of tonality and consonance, such as the major triad in bars 
53 to 55 of my piece Close my willing eyes for three sopranos and ensemble (from 1999) shown in the 
Example 5.28, could occur, such passages become impossible or at least easily avoidable with the 
more rigorous technique of general CIG-serialism. Note combinations with increased degrees of 
tonality and prime consonance are absent in the series, and careful combinations of series (such as the 
simultaneous use of semi-tone transpositions of the series, as is the case in Le sourire infini des 
ondes)349 help avoiding passages with higher T- and PC-values. 
 
 
 
                                                
349 See Example 9.15 in Part 3. 
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Example 5.27: RHS first and 2nd violin parts of bar 213-216 from Danse de l’eau et de l’air. 
 
 
 
 
 
Example 5.28: Bars 51-55 of Close my willing eyes for three sopranos and ensemble (1999).  
Note the occurrence of the triad D major in bars 53 to 55. 
 
 
 
5.4.5.2 56-CIG-serialism 
 
There is one special case of chromatic three-note group of order 2 (with two different pitch classes): 
the note group consisting of an ascending ic 1 (+1) followed by a descending ic 1 (-1) or vice versa (-1 
+1). Although the concept of CIG is only defined for note groups of cardinality 3 or higher, these 
three-note groups may be considered as special cases of CIG’s: 3-note CIG-2’s (see Example 5.29). 
 
 
 
Example 5.29: two instances of 3-note CIG-2’s. 
 
 
54-CIG serialism can be extended to 56-CIG-serialism by including the two 3-note CIG-2’s in the 
series. Since the 3-note CIG-2’s do not cause an extension of the number of different pitch classes in 
the series (i.e. to the cardinality of the series at a certain point, the degree of tonality or prime 
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consonance of the series (or the music composed with it) is not affected with the occurrence of the 3-
note CIG-2’s. Therefore the construction rules for 54-CIG-series—including the two extension rules—
remain unchanged in the case of 56-CIG-serialism. The orchestral pieces Danse du feu (2012), and 
Danse de l'eau et de l'air (2014) are examples of pieces composed with a 56-CIG-series. Example 
5.30 shows the series of Danse du feu. The two 3-note CIG-2’s are indicated with horizontal square 
brackets. 
 
 
 
Example 5.30: The 56-CIG series of Danse du feu. 
The two 3-note CIG-2’s are indicated with square brackets. 
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Part 2 
The aesthetic universe 
A composer’s view on aesthetics and communication 
 
 
 
Chapter 6. Knowledge and communication 
 
6.1 Introduction 
 
The ideas developed in Part 1 are theoretical and mathematical in nature, and the link between these 
ideas and the artistic output that results from them—and that will be discussed in Part 3—may not be 
very clear at first glance. There may appear to be a gap between the two. The goal of Part 2 of this 
dissertation is to bridge that gap; to explain the link between theory and output in my artistic practice 
and research. I will show that the concepts of tonality and dissonance—and the corresponding 
formulas that I have developed—describe what I will call my ‘aesthetic universe’. The aesthetic 
universe of an artist represents how the artist thinks and who he or she is as an artist. It shapes the 
artist’s artistic identity.  
 
To make clear what the concept of aesthetic universe means and how it relates to the processes of my 
artistic practice and the present research, I have to start from the description of such basic concepts or 
ideas as ‘knowledge’, ‘meaning’ and ‘definition’, ‘expression’ and ‘communication’. These ideas 
evolve from ‘strictly objective’ scientific ideas belonging to cognitive neuroscience, over ‘at times 
more speculative’ epistemological and semiotic ideas, to ‘highly subjective’ artistic claims, in such a 
way that the transition between the different fields may not always be very clear, but that is exactly the 
point I want to make: there is no clear distinction between the (objective) scientific or philosophical 
and the (subjective) artistic ideas within my aesthetic universe. There is for me, in other words, no gap 
between the realm of theory and technique on the one hand, and between that of artistic ideas and 
output on the other. It is impossible for me to distinguish between these realms in my creative and 
investigative practice as a composer. The whole first part of my dissertation, as well as the ideas 
developed in the present part, should therefore always be considered in the light of my personal 
artistic practice and research as manifestations of my personal aesthetic universe. The aim of the 
present part is to explain this claim. 
 
The ideas developed in the present part will therefore be of a more speculative kind even if they are 
based on ideas developed in other fields of investigation, even if at times I may seem to “bend the 
truth for the sake of aesthetic effect”350. It is not my ambition to give a comprehensive account of the 
fields of investigation I borrow ideas from. I will only adopt ideas when they seem suitable for my 
own artistic research in order to sketch the broader context to which my ideas may belong, since it is 
my conviction that aesthetic ideas do not stand totally isolated from other fields of knowledge and 
inquiry. It is impossible—for me at least—to separate the ideas belonging to my aesthetic universe 
from those of other areas of knowledge. I claim that there is no limit to the elements of knowledge that 
may affect (or indeed do affect) an artist’s aesthetic universe. Artists as artists are the product of the 
complete world, the time, and the culture(s) they live in. 
 
 
                                                
350 Stephen Davies, Musical Meaning and Expression, Cornell University Press, 1994, p. 9. 
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6.2 Knowledge and thinking; concept, meaning, and definition351 
 
An individual’s knowledge352 is the individual’s web of memory. It consists of synaptically 
interconnected neurons in the neocortex353 of the individual’s brain; all ‘traces’ that are left or 
imprinted in the brain by cerebral activity.  
 
“Learning is the process of acquiring new information354, the outcome of which is memory”355. It is 
the establishment and strengthening of synaptic interconnections among neurons; the acquisition of 
new knowledge (new traces in the brain) or the strengthening of existing knowledge (the strengthening 
of synaptic interconnections). Thinking (or a thought process) is the one-way356 process of neuronal 
firing happening within the cerebral web of knowledge. Thoughts are the object of thinking. Whereas 
memory and knowledge are cerebral (organic) dispositions (physical arrangements or organisation of 
physical objects (neurons)), thinking is a process within the web of knowledge. The neuronal 
complexes of knowledge are the carriers of thought. 
 
Let us define a concept as the quantum of thought.357 It is the smallest one-way process that can count 
as a thought. The carrier of a concept or (as long as confusion can be avoided) a concept itself can be 
represented with an arrow running from left to right (to indicate the one-way direction of thinking), as 
shown in Example 6.1358. A concept is the ‘left-to-right’ process running through its carrier. 
 
 
 
 
Example 6.1: (Carrier of) a concept. 
 
                                                
351 Most of the neurophysical basis of this chapter is taken from Michael S. Gazzaniga, Richard B. Ivry & George R. 
Mangun, Cognitive neuroscience, The Biology of the Mind, W.W. Norton & Cie., 3rd edition, 2009; Jamie Ward, The 
student’s Guide to Cognitive Neuroscience, Psychology Press, 2nd edition, 2010; and Philip Quinlan & Ben Dyson, Cognitive 
Psychology, Pearson Education Limited, 2008. 
352 The concept ‘knowledge’ will in this dissertation exclusively be used in the sense of “knowledge possessed by some 
knowing subject […] which should better be called organismic knowledge, since it consists of the disposition of organisms” 
(Karl R. Popper, Objective Knowledge, An Evolutionary Approach, Clarendon Press (Oxford), revised edition, 1979, p. 73). 
All information that is not cerebral (e.g. the content of books) is left out of this definition. Whenever reference is made to the 
latter kind of knowledge, it could be called ‘material knowledge’ (more precisely would be to call it ‘other’ material 
knowledge, since every knowledge—including subjective knowledge—is material). Popper contrasts subjective knowledge 
with objective knowledge: “the logical content of our theories, conjectures, guesses” (Karl R. Popper, Objective Knowledge, 
p. 73). 
353 “[M]ost researchers argue that the content of memory […] is stored in the neocortex” (Jamie Ward, The Student’s Guide 
to Cognitive Neuroscience, p. 193). 
354 Information is here defined as any input that can be transformed into knowledge. This definition differs considerably from 
the definition used in information theory (see for instance Winfred Nöth, Handbook of Semiotics, Indiana University Press, 
1990, p. 134-9, Umberto Eco, The Open Work, translated by Anna Cancogni, Harvard University Press, 1989, pp. 45-9, or 
Umberto Eco, La structure Absente: Introduction à la Recherche Sémiotique, translated by Uccio Esposito-Torrigiani, 
Mercure de France, 1972, pp. 44-46). 
355 Michael S. Gazzaniga, e.a., Cognitive neuroscience, p. 313. 
356 Neurons are semi-conductors through which the process of firing (transport of information) always happens in one and the 
same direction. “ [The] axon […] conveys information away from the cell body. [The] dendrite […] conveys information 
toward the cell body” (Fred Delcomyn, Foundations of Neurobiology, W.H. Freeman and Company, 1998, p. 20). 
357 The Stanford Encyclopedia of Philosophy defines ‘concepts’ as “the constituents of thoughts” (see: 
http://plato.stanford.edu/entries/concepts/#Bib [last accessed: 03 January 2013]). This is only a theoretical model. In reality, 
the quantum of thought is most probably a variable combination of several firing neurons in different parts of the brain (not 
only the cortex), but this does not change the idea of concept as a quantum of thought. In this context see Douglas R. 
Hofstadter, I am a strange loop, Basic Books, 2007, p. 31: “Trying to localize a concept […] down to a single neuron makes 
no sense at all.” 
358 A concept may be represented by a firing neuron (the arrow in the representation of a concept indicates the fact that a 
concept is a process). 
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Since an individual’s web of memory or knowledge consists of synaptically interconnected neurons 
and since these neurons form the basis for concepts and concept carriers, the individual’s web of 
conceptual knowledge can be defined as the set of ‘interconnected’ concept carriers or concepts. 
Concept carriers are said to be interconnected when it is possible to activate a single thought process 
through both of them. Such a (one-way) thought process involving two or more interconnected 
concepts is how I define the concept proposition.  
 
 
 
 
Example 6.2: Proposition involving two concepts. 
 
 
Example 6.2 represents the (carrier of the) simplest proposition between two directly359 interconnected 
concepts.360 If we call the concept to the left in Example 6.2 “A” and the concept to the right “B” the 
proposition connecting A and B can be read as “every (or an) A is a (or an instance of) B”. 
 
The complete web of all concept carriers and their interconnections in an individual’s brain is the 
individual’s web of knowledge. Example 6.3 shows a (very limited) web of knowledge containing 
only thirteen concept carriers, or (when activated) thirteen concepts. 
  
 
 
 
Example 6.3: A web of knowledge. The meaning of the concept in the oval is contained 
in the grey box, pertaining to a web of knowledge. 
 
 
The concept enclosed in the oval in Example 6.3 can be part of propositions involving all the concepts 
contained in the grey box. This subset of the web of knowledge (the grey box) representing all the 
concepts that are interconnected with the given concept (in the oval) within a particular web of 
knowledge is defined as the meaning of the concept in the given web of knowledge (or for a given 
individual). Different concepts usually have different meaning.361 A concept B belongs to the 
individual’s meaning of a concept A when the concepts A and B are interconnected in the individual’s 
brain. The meaning of a proposition P is the set of all concepts that are interconnected to the concepts 
belonging to the proposition, or, as Stephen Davies puts it: “The meaning of a proposition is a function 
of the meanings of its constituents”362. Note that meaning is attributed to concepts or propositions363 
                                                
359 Two concepts are said to be ‘directly interconnected’ when there exists a proposition containing only the two concepts; in 
other words: when there are no other concepts between the two concepts in the proposition. 
360 Hereafter, the distinction between concept and concept carrier will not always be made, but bear in mind that a concept is 
a process, not the material object in which the process happens. Similarly, a proposition is a process, not the material object 
(e.g. two interconnected neurons) in which the process happens. 
361 Two concepts that have exactly the same meaning are called synonymous concepts within a specific web of knowledge. 
362 Stephen Davies, Musical Meaning and Expression, Cornell University Press, 1994, p. 125. 
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only, not to processes or objects outside of thought, and that it is always related to a specific web of 
knowledge, that is: to a specific individual. This will be of major importance in the discussion of 
communication of meaning below. 
 
I define the definition of a concept as that part of the meaning of the concept that is necessary and 
enough to distinguish the concept from all other concepts within a specific web of knowledge. In 
Example 6.4 below, showing a very simple web of knowledge, a definition of the concept A could be 
phrased as (we can also say: concept A could be defined as “all instances of Z that contain all X’s”. It 
should be clear that only concept A fits this definition, and not concepts B, X, Y or Z in the given web 
of knowledge. 
 
The meaning of a concept is generally broader than (contains more concepts than) its definition364. 
Concept Y in Example 6.4 belongs to the meaning of concept A but not to the definition “all instances 
of Z that contain all X’s”. Note however that concept A could also have been defined as “all instances 
of Z that contain all Y’s”. In that case X would not belong to the definition of A, but would still be 
part of the meaning of concept A. The description “all instances of Z that are no B’s” would not be 
enough to define A, because it also applies to X and Y, and is therefore not enough to distinguish A 
from X or Y. 
 
 
Example 6.4: Web of knowledge in which concept A can 
be defined as “all instances of Z that contain all X’s”. 
 
 
It should be clear from the stated definition that, since the meaning of a concept is always relative to a 
given web of knowledge, it usually differs from individual to individual. The consequences this has on 
interpersonal understanding in communication will be discussed in the section on relevant meaning 
and levels of communication below. 
 
Although the concept of ‘meaning’ is a very common topic in the domains of epistemology, 
hermeneutics, semiotics and especially linguistics, there is no general consensus about its meaning or 
definition.365 In the present post-structural era it is sometimes considered unnecessary or even 
impossible to define the technical concepts that are central to a discourse, such as the concept 
                                                
363 In what follows, I will only talk about the meaning of concepts. Keep in mind that, mutatis mutandis, the same applies to 
propositions. 
364 Although the usual connotations of the concepts may differ, the concepts of denotation and connotation correspond to my 
concepts of definition and meaning (there is a deliberate self-reference in this sentence). 
365 See for instance: Stephen Davies, Musical Meaning and Expression, Cornell University Press,1994; Michael Polanyi & 
Harry Prosch, Meaning, The University of Chicago Press, 1975; Jenefer Robinson (ed.), Music and Meaning, Cornell 
University Press, 1997; Stephen R. Schiffer, Meaning, Oxford University Press, 1972; Mark Johnson, The Meaning of the 
Body, Aesthetics of Human Understanding, University of Chicago Press, 2007; Aniruddh D. Patel, Music, Language and the 
Brain, Oxford university Press, 2008; Jean-Jacques Nattiez, Music and discourse, Toward a Semiology of Music, translated 
by Carolyn Abbate, Princeton University Press, 1990; C.K. Ogden & I.A. Richards, The Meaning of Meaning, Harcourt 
Brace Jovanovich Publishers, 1923; Winfried Nöth, Handbook of Semiotics, Indiana University Press, 1990; Umberto Eco, 
The Open Work, translated by Anna Cancogni, Harvard University Press, 1989, Leonard B. Meyer, Emotion and Meaning in 
Music, The University of Chicago Press, 1956; Susanne K. Langer, Philosophy in a New Key: A Study in the Symbolism of 
Reason, Rite, and Art, Harvard University Press, 1942; Roger Scruton, Analytical Philosophy and the Meaning of Music, in: 
The Journal of Aesthetics and Art Criticism, Vol. 46, Analytic Aesthetics, 1987, pp. 169-176. This list is, of course, far from 
complete. I only mention some of the book I have consulted from authors who’s ideas are relevant within the context of my 
dissertation, because most of these sources refers to aesthetics in one way or another. 
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‘meaning’ in books or articles on meaning. Marcel Danesi even goes so far as to claim: ”like the 
axioms of arithmetic or geometry the notion of meaning is best left undefined. It is something of 
which everyone has an intuitive understanding, but which virtually no one can really explain.”366 This 
represents, in my opinion, a considerable shortcoming that is the cause of much misconception, 
miscommunication, and mystification. Other authors give descriptions of the concept that are so 
obscure or vague it makes clear definition and understanding impossible.367 Although concepts may be 
defined in different ways and may have divergent meanings for different individuals, it is important 
that there is similarity of relevant meaning in the process of inter-subjective communication to make 
understanding possible. I am aware of the fact that my definition is highly stipulative, but I don’t think 
it is in contradiction with most non-externalist definitions368 and it has the advantage of being an 
explicit definition. 
 
It is beyond the scope of this dissertation to give a comprehensive account of the definitions of 
‘meaning’ encountered in literature. As an example, I only want to mention Jean-Jacques Nattiez, one 
of the few authors who make an attempt at more or less explicitly defining the concept of meaning. 
Nattiez defines ‘meaning’ as follows: “An object of any kind takes meaning for an individual 
apprehending that object, as soon as that individual places the object in relation to areas of his lived 
experience—that is, in relation to other objects that belong to his or her experience of the world. […] 
[M]eaning exists when an object is situated in relation to a horizon.”369 Although this definition 
largely corresponds with mine (it belongs to internalism370, considers meaning subject-dependent and 
sees it as the result of a relationship with other concepts), it leaves some questions unanswered. It is 
not completely clear whether for Nattiez “meaning” is the relation he describes, or whether it is 
generated by that relation. In the latter case, it still remains unclear what it is that is generated. Also, if 
the object “takes meaning”, the object is actively involved in the process of meaning making (or 
taking). This too is not very clear. Still, of all the definitions (or descriptions) I have so far 
encountered, this is one of the definitions that correspond best with mine.371 Only, I ascribe meaning 
only to concepts. Nattiez ascribes them to objects and specifies: ““Object” refers to words (that is the 
“props” of meaning) as well as to concepts per se, concrete or abstract things, individual behaviors, 
and social facts.”372 For me, the meaning of a word, a concrete thing, an individual behavior, a social 
fact, or any object or process that is not a concept would be the meaning of the concepts that 
correspond to them in the individual’s brain. Their meaning is ‘mediated’ by the concept. No object or 
process can have meaning as long as there is no concept related to it in a web of knowledge. This web 
of knowledge is how I understand Nattiez’s horizon in relation to which (the concept related to) an 
object is situated. 
 
 
 
 
                                                
366 Marcel Danesi, Messages, Signs, and Meanings: A Basic Textbook in Semiotics and Communication Theory, Canadian 
Scholar’s Press Inc., 3rd edition, 2004, pp. 11-12. Axioms may be left unproven (by definition), but, contrary to what Danesi 
claims, that doesn’t mean the concepts they contain are not defined. 
367 The conservative thinker Roger Scruton, for instance examines musical meaning—which he defines as “the meaning that 
is given to us in the experience of music” (p. 169)— very vaguely as an instance of “the more general phenomenon of 
“aesthetic meaning”” (p. 170), and he defines “aesthetic meaning” as “meaning understood in and through an aesthetic 
experience” (p. 170). He further claims “meaning is the object of understanding. The meaning of a piece of music is what 
you understand when you understand it. […] And musical understanding is a form of hearing. The content of music is a heard 
content, and it is heard in the tones” (p. 169) (Roger Scruton, Analytical Philosophy and the Meaning of Music, in: The 
Journal of Aesthetics and Art Criticism, Vol. 46, Analytic Aesthetics, 1987, pp. 169-176). 
368 Externalism (in the philosophy of the mind) is “the idea that the meanings of words, and by extension the contents of our 
minds, are not inside our heads, but are matters of causal relations between what is in our heads and the external world.” 
(John R. Searle, Mind, a Brief Introduction, Oxford University Press, 2004, p. 8). 
369 Jean-Jacques Nattiez, Music and Discourse, Toward a Semiology of Music, translated by Carolyn Abbate, Princeton 
University Press, 1990, p. 9. 
370 Internalism states that meanings belongs to the contents of our minds, and not to the external world. 
371 Together with Suzanne Langer’s definition of meaning as a function of a term (Susanne K. Langer, Philosophy in a New 
Key: A Study in the Symbolism of Reason, Rite, and Art, Harvard University Press, 1942, p. 55). 
372 Jean-Jacques Nattiez, Music and Discourse, p. 9. 
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6.3 Empirical, pure and imaginative knowledge 
 
Empirical knowledge is all knowledge that has its source in sensory cerebral input (sense data). The 
empiricists claimed that all our knowledge is the result of sensory experience; that “all the materials of 
reason and knowledge [come from sensory] experience. In that all our knowledge is founded.”373 It is 
not my aim to discuss whether this claim is true, or whether there are ideas (concepts) that are not 
empirical or even innate, but it is certainly the case that at least some of the knowledge of most human 
beings has its basis in empirical experience, provided by the activity of our senses. Empirical concepts 
are the concepts that result from this activity of our senses. An individual’s empirical knowledge 
consists of the web of all the individual’s interconnected empirical concepts. 
 
As was discussed above, only concepts or propositions have meaning. Empirical sources (objects or 
processes that can be perceived through the senses) have no intrinsic meaning. The meaning of an 
empirical object or process has to be understood as the meaning of the empirical concept that 
corresponds to the empirical object or process in the individual’s brain. It is determined by the 
relationship of that concept with other concepts belonging to the individual’s knowledge. This 
meaning is only indirectly the meaning of the object or process. The meaning for an individual of 
something X that is not a concept, is the meaning of a individual’s concept for X. X never has 
meaning without an individual that has a concept for X. The meaning of a particular tree for a 
particular individual is the meaning of the concept ‘tree’ for that individual. It seems completely 
unclear to me what the meaning of an empirical object could be, if it is a quality that belongs to the 
object, as Roger Scruton374 and other externalists claim. 
 
I call knowledge that does not originate from empirical experience ‘non-empirical knowledge’ (the 
empiricists would argue that such knowledge is impossible). Non-empirical knowledge can be divided 
in pure knowledge and imaginative knowledge. Pure knowledge consists of interconnected pure 
concepts. A pure concept is defined as a non-empirical concept that (at least in theory) doesn’t precede 
any empirical concept in a specific web of knowledge (such as the concept of infinity and other 
mathematical concepts and abstract concepts). A non-empirical concept that does precede an empirical 
concept in an individual’s web of knowledge belongs to the individual’s imaginative knowledge; 
which is to be understood as the individual’s knowledge of imagination, of fiction or fantasy (such as 
unicorns or fairies)375, not his or her knowledge consisting of ‘images’ of any kind or his or her 
imaginary knowledge (knowledge that is wrongly claimed to correspond with empirical sources). 
 
 
6.4 Emotions and emotional knowledge 
 
An emotion may be defined as “an affective (positive or negative) mental response to a stimulus that 
also may be expressed physically (e.g., by change in heart rate, facial expression, and speech)”376, or 
more precisely as “a valenced377 experience that is felt with some intensity as happening to the self, 
generated in part by a cognitive appraisal of the situation, and accompanied by both learned and 
reflexive physical response.”378 “[E]motions are neither overt behaviors nor specific thoughts; they are 
experiences. […] [E]motions are passions, not actions. […] Actions are initiated by the actor, whereas 
passions happen to the actor. […] Emotions depend not just on situations but on what you think about 
                                                
373 John Locke, An Essay Concerning Human Understanding, Volume 1, Dover Publications, 1959, pp. 121-2. 
374 See Roger Scruton, Analytical Philosophy and the Meaning of Music, pp. 169-70. 
375 Imaginative concepts or knowledge turn into empirical knowledge once a link between the concept and a sense datum has 
been established in a justifiable or reliable way (e.g. when a fairy has been reliably observed or when its existence has been 
demonstrated in some other justifiable (i.e. scientific) manner, the concept “fairy” becomes an empirical concept). 
376 Michael S. Gazzaniga, e.a., Cognitive neuroscience, Glossary p. G-4. 
377 “Events, objects, and situations may possess positive or negative valence; that is, they may possess intrinsic attractiveness 
or aversiveness. The adjective intrinsic serves to distinguish these features from derived attractiveness or aversiveness: Loss 
derives its aversiveness from the positive valence of the object lost.” (Nico H. Frijda, The Emotions, Cambridge University 
Press, 1986, p. 207). 
378 Douglas A. Bernstein, Edward J. Roy, Thomas K. Srull, Christopher D. Wickens, Psychology, Houghton Mifflin 
Company, 2nd edition, 1991, p. 472. 
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those situations, such as how you interpret their potential for threat or pleasure. […] Emotions are, 
therefore, experiences that are both triggered by the thinking self and experienced by the self as 
happening to the self.”379 Emotions may be conscious or unconscious (or preconscious); “The 
conscious aspects of an emotion are the subjective feelings of that emotion. The preconscious aspects 
of emotion may concern, for example, detection of a potential threat.”380 
 
Emotions are defined here as internal cerebral processes, not as responses to those processes, and need 
therefore to be distinguished from emotional response and emotional learning. Emotions may be 
triggered by external sensory input (empirical information) into the brain but they may also arise as a 
response to internal cognitive processes (thoughts).381 Thinking of a traumatizing experience from the 
past may trigger strong emotions, for instance, even if there is no sensory cause triggering the 
recollection of the traumatizing experience. Emotions themselves are no sensory input. They 
constitute a process that happens entirely inside the brain, triggered either by sensory input or by other 
bodily or cerebral activity. Emotional responses, on the other hand, may affect the rest of the body, 
including the neocortex, where a process of emotional imprint (emotional learning) results in 
emotional knowledge (the traces left in the brain by emotions).  
 
Although emotions, emotional response, and the process of acquisition of emotional knowledge can be 
distinguished as different kinds of processes, on a neuronal level “[e]motion and cognitions may 
involve overlapping response systems.”382 The amygdala plays a central role in these systems. Its role 
“should be construed in terms of its influence upon a wider circuit of emotional processing.”383 It “is 
believed to be important […] particularly for the emotional content of memories”384. “There are 
connections from the amygdala to the autonomic system”385. The frontal cortex also plays a role in the 
processing of emotions; it is involved in showing or suppressing emotional response.386 “[0]ther 
regions, including the ventromedial frontal lobes, [are] activated only when making explicit judgments 
about [an] emotion.”387 
 
Whatever the link is between the function or role of different parts of the brain in emotions and 
emotional processing, for the purpose of the present dissertation it is enough to assume that it is 
possible to distinguish between the different processes: emotion, emotional learning (resulting in 
emotional knowledge), and emotional response (resulting in a non-cerebral process such as smiling, 
sweating or rising heartbeat) as shown in Example 6.5. 
 
 
                                                
379 Douglas A. Bernstein, e.a., Psychology, p. 471. 
380 Jamie Ward, The student’s Guide to Cognitive Neuroscience, p. 337. 
381 Empiricists would have to reject the latter part of this claim or they would have to regard thoughts as sensory input to our 
emotions. 
382 Richard D. Lane & Lynn Nadel eds., Cognitive Neuroscience of Emotion, Oxford University Press, 2000, p. 4 
383 Jamie Ward, The student’s Guide to Cognitive Neuroscience, p. 343. 
384 Jamie Ward, The student’s Guide to Cognitive Neuroscience, p. 341, referring to Richardson, M.P., Strange, B.A., & 
Dolan, R.J., Encoding of Emotional Memories Depends on Amygdala and Hippocampus and their Interactions, Nature 
Neuroscience, 7, 2004, pp. 278-85. 
385 Jamie Ward, The student’s Guide to Cognitive Neuroscience, p. 343. 
386 See: Jamie Ward, The student’s Guide to Cognitive Neuroscience, p. 340. 
387 Jamie Ward, The student’s Guide to Cognitive Neuroscience, p. 342. 
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Example 6.5: Emotions and emotional processing in the brain. 
 
 
The concept of ‘emotional response’ corresponds to Collingwood’s concept of “physical expression”. 
According to Collingwood, a physical expression “consists in the doing of involuntary and perhaps 
even wholly unconscious bodily acts, related in a particular way to the emotions they are said to 
express”388. Collingwood distinguishes between emotion and sensation, two different kinds of 
experiences that go by the name “feeling”. He describes “the specialized activities of […] ‘feeling’ 
colours, sounds, scents and the like collectively as the senses, and the common activity which is 
specialized into them as sensation. Secondly, we speak of feeling pleasure or pain, anger, fear, and so 
forth. Here also we have a general activity of feeling specialized into various kinds, each with its 
proper specification of what we feel. It is not, clearly, of quite the same kind as sensation; to 
distinguish it, let us call it emotion”389. 
 
 
6.5 Procedural knowledge 
 
In addition to the conceptual knowledge discussed above, the human brain also contains procedural 
knowledge. Procedural knowledge is knowledge that provides motor skills (such as speaking a 
language, running, riding a bike, composing, or playing a musical instrument) or cognitive skills (such 
as reading)390. Conceptual knowledge belongs to explicit or declarative knowledge391; procedural 
knowledge belongs to implicit, tacit or non-declarative knowledge (knowledge that cannot be 
consciously accessed).392 The former is normally restricted to knowledge that is “expressed in 
declarative sentences or indicative propositions”393. I extend the concept of  ‘conceptual knowledge’ to 
all knowledge that is not procedural (no matter whether it is semantic, autobiographical or episodic)394. 
This knowledge can be pure as well as empirical (even synaesthetic395) knowledge; verbal as well as 
non-verbal knowledge; explicit as well as tacit, intuitive and emotional knowledge.  
                                                
388 Robin George Collingwood, The Principles of Art, Oxford University Press, 1938, p. 229. 
389 Robin George Collingwood, The Principles of Art, p. 160. 
390 See: Michael S. Gazzaniga, e.a., Cognitive neuroscience, Glossary p. G-9. 
391 Declarative knowledge (or declarative memory) is “knowledge to which we have conscious access, including personal and 
world knowledge (events and facts). The term declarative signals the idea that declarations can be made about this 
knowledge, and that for most part, we are aware that we possess the information.” (Michael S. Gazzaniga, e.a., Cognitive 
neuroscience,  Glossary p. G-4). 
392 See Michael S. Gazzaniga, e.a., Cognitive neuroscience, p. 322, and Jamie Ward, The student’s Guide to Cognitive 
Neuroscience, p. 185. 
393 http://en.wikipedia.org/wiki/Descriptive_knowledge [last accessed: 08 February 2012]. 
394 “Semantic memory is conceptually based knowledge about the world, including knowledge of people, places, the 
meaning of objects and words. It is culturally shared knowledge. By contrast, episodic memory refers to memory of specific 
events in one’s own life. The memories are specific in time and place.” (Jamie Ward, The student’s Guide to Cognitive 
Neuroscience, p. 186). 
395 Synaesthetic knowledge is the knowledge that results from synaesthetic experiences. On synaesthetic experience in artistic 
perception, see a.o.: Kathleen Coessens, Experiencing Art, a Synesthetic Unfolding, in Proceedings of the Third International 
Congress on Synaesthesia, Science & Art, Granada, Spain. Ediciones Fundación Internacional Artecitta, Actas del III 
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6.6 Intuitions and intuitive knowledge 
 
Intuition or intuitive knowledge may be defined as “a non-inferential knowledge396 or grasp, as of a 
proposition, concept or entity, that is not based on perception, memory or introspection; also, the 
capacity in virtue of which such cognition is possible”397. “Intuitions are the pre-theoretical judgments 
that a person makes about something. They are usually contrasted with the judgments a person makes 
after having considered the issue extensively. Often these reflective judgments are the result of 
accepting some theory. A theory is a systematic explanation or description of a large class of 
phenomena. The theory must consist of some general propositions that apply to all or almost all of the 
phenomena.”398 “In one sense, an intuition is a faculty of knowing particular objects without being 
able to form a judgment simply on the basis of that knowledge.”399 
 
In the framework of the previously developed ideas, I define intuition as the ability or the capacity to 
skip or by-pass referential or connective steps in the acquisition of conceptual or procedural 
knowledge. Intuitive knowledge, then, is the knowledge that results from the procedures of intuition. 
When an individual possesses two elements of knowledge that are not yet interconnected—or at least 
not consciously—in his or her complete set of knowledge, and when the interconnection of both 
elements demands several cognitive connective steps or extra sensory data, intuition may lead to the 
interconnection of both elements without the intermediate conceptual connections or sensory data. 
This procedure of course does not guarantee ‘reliable’ knowledge (which can only be obtained after 
the necessary intermediate interconnections—the necessary cognitive deductions and inferences—
have been made)400. 
 
The conceptual elements of knowledge connected in intuitive procedures may have an emotional, 
empirical, pure, or imaginative origin. Intuitive knowledge is often triggered by or may result from 
emotional or sensory processes. Intuitive procedures may also involve the establishment of 
connections between conceptual and procedural knowledge.  
 
 
 
6.7 Expression and communication 
 
Explicit or declarative conceptual knowledge is knowledge (or are thoughts) that can be expressed. 
This means it can be externalized, transformed401 on the basis of a procedure of encoding into a 
material process (e.g. sound) or object (e.g. a score) external to the individual’s body. The tools of this 
procedure of encoding belong to the individual’s procedural knowledge (e.g. language skills). Without 
expressive procedural knowledge of some kind, an individual would not be able to express his or her 
conceptual knowledge or thoughts. In that case, at most bodily responses would be possible. 
 
                                                
Congreso Internacional de Sinestesia, Ciencia y Arte, eds José de Cordoba, Edwards Hummard , Dina Ricca and Sean A. 
Day, 2009. 
396 Non-inferential knowledge is knowledge that is not inferred from other (conceptual) knowledge. 
397 Robert Audi (ed.), The Cambridge Dictionary of Philosophy, Cambridge university Press, 1995, p. 382. It is remarkable 
that none of the manuals on cognitive science listed above even mentions the concept of intuition. 
398 A.P. Martinich, Philosophical Writing, An Introduction, Blackwell Publishing, 3rd edition, 1996, p. 17. 
399 A.P. Martinich, Philosophical Writing, footnote p. 17. 
400 According to authors who define knowledge as justified true belief intuitive knowledge would not be called “knowledge”, 
since it may not be true, and according to them, “[w]hat is not true is not known” (Robert Audi, Epistemology, A 
Contemporary Introduction to the Theory of Knowledge, Routledge, 1998, p. 214). 
401 The term ‘transformation’ is here used in the sense used by Noam Chomsky for his concept of “transformational-
generative-grammar”, stressing the difference between deep structure and surface structure, between what will below be 
called message and encoded message (see: Noam Chomsky, Language and the Mind, Cambridge University Press, 3rd ed., 
2006, p. 93). 
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Usually, expression of knowledge doesn’t happen in isolation but as part of a process of 
communication; one or several of the inter-subjective processes of knowledge transfer from one 
individual to one or several other individuals. The knowledge that is expressed in a process of 
communication is what I call a message. The term “message” ordinarily “refers to a text or to the 
meaning of a text”402, a text being “a system of signs (in the form of words, images, sounds and/or 
gestures) […] which can be “read” for meaning”403. I want to restrict the meaning of ‘message’ to the 
set of concepts or propositions (i.e. elements of knowledge) that is communicated (expressed in the 
process of communication) and which differs therefore from the material text. It is also important to 
distinguish between a message and its meaning. The meaning of a message consists of all the concepts 
that are interconnected with the concepts belonging to the message in an individual’s brain, and is 
therefore generally broader than the set of concepts contained in the message. 
 
Within an individual’s web of knowledge, a message can be ‘represented’ by the idea of the message. 
This is the individual’s concept containing all the concepts or propositions of the message as shown in 
Example 6.6. To say that an individual expresses meaning of the concept of a message is the same as 
to say that the individual expresses the meaning of the message. Indeed, the individual’s meaning of a 
message and his or her meaning of the idea of that message are identical. 
 
 
 
Example 6.6: Idea (or concept) of a message in relation to the message it represents. 
 
 
The individual that expresses a message is called the addresser404 (or the sender of the message)405. 
The procedure of encoding through which the message is transformed into an external material object 
or process is the code of communication. The material process or object that results from this 
transformation is what will (in the present dissertation) be called the sign vehicle of the message. The 
concept “sign vehicle” is commonly distinguished from the concept “sign”. Daniel Chandler defines a 
sign as “a meaningful unit which is interpreted as ‘standing for’ something other than itself. Signs are 
found in the physical form of words, images, sounds, acts or objects (this physical form is sometimes 
known as the sign vehicle)”406. The concept ‘sign’ is the source of much controversy in semiotic 
discourse however. According to many semioticians (e.g. Ferdinand de Saussure), a sign is not a 
                                                
402 Daniel Chandler, Semiotics, The Basics, Routledge, 2nd edition, 2007, p. 253. Much of the present section quotes this 
book, which contains ‘only’ the basics of semiotics and is therefore less comprehensive than e.g. Winfred Nöth’s more 
academic Handbook of Semiotics (Indiana University Press, 1990). However, for the purpose of the present dissertation 
(which is not a semiotic study but the academic result of artistic reflection), the information in Chandler’s more recent book 
and his clear phrasing seemed the more appropriate source. 
403 Daniel Chandler, Semiotics, p. 263. 
404 This concept corresponds to Roman Jakobson’s concept of “addresser”. See: Roman jakobson, Closing Statement: 
Linguistics and Poetics, in: Thomas A. Sebeok (ed.), Style in Language, MIT Press, 1960, p. 353  (Roman Jakobson, Essais 
de Linguistique générale, 1. Les Fondations du Langage, (Translated by Nicolas Ruwet), Les Editions de Minuit, 1963, p. 
214, uses the French translation “destinateur”). 
405 The addresser is called the “producer” of the sign vehicle by Jean Molino, the actor in what Jean-Jacques Nattiez calls the 
“poietic process” of communication, as opposed to the “esthesic process” for which Molino’s receiver is the actor  (see: 
Jacques Nattiez, Music and Discourse: Toward a Semiology of Music, translated by Carolyn Abbate, Princeton University 
Press, 1990, p. 16-7). 
406 Daniel Chandler, Semiotics, p. 260. 
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material object, but “the whole that results from the association of the signifier with the signified”407, 
whereas “for some commentators [the concept “sign”] means the same as the signifier (which for 
Saussure himself did not refer to material form). The Peircean equivalent is the representamen: the 
form which the sign takes, but even for Peirce this was not necessarily a material form”408. “The 
signifier is now commonly interpreted as the material (or physical) form of the sign409—it is 
something which can be seen, heard, touched, smelled or tasted—as with Roman Jakobson’s signans, 
which he described as the external and perceptible part of the sign.”410 For de Saussure, however, a 
signifier411 (signifiant) is a mental pattern (not a physical object or process) that is linked to a concept, 
which he called the signified (signifié). According to him “[a] linguistic sign is not a link between a 
thing and a name, but between a concept and a sound pattern. The sound pattern is not actually a 
sound; for a sound is something physical. A sound pattern is the hearer’s psychological impression of 
a sound, as given to him by the evidence of his senses”412.  Interpreted this way, Saussure’s signified 
and signifier both belong to conceptual knowledge and words belong to (or result from) procedural 
knowledge, as is shown in Example 6.7. Since there is apparently no consensus about the meaning of 
the concept of ‘sign’, since there is no need for me to use it in the present dissertation, and in order not 
to add to the general semantic confusion, I will avoid the concept as much as possible altogether. In 
the present context, I will make no distinction between signifier (in the material sense), signans (in 
Jakoson’s sense), text or sign vehicle and only use the latter term. 
 
 
 
 
Example 6.7: Mental images of words  
and an interpretation of Saussure’s concept of “sign” within this model. 
 
 
Knowledge of a procedure is conceptual knowledge about the procedural knowledge that is necessary 
for the procedure in question. It is conceptual knowledge that has a ‘procedural origin’ (the same way 
as emotional knowledge is knowledge with an emotional origin). Saussure’s mental image of a word 
(his signifier) is therefore the conceptual knowledge of the procedure required for the expression of 
                                                
407 Roman Jakobson, Language and Parole: Code and Message, (1984), in: Linda R. Waugh & Monique Monville-Burston 
(eds.), On Language, Harvard University Press, 1990, p. 67, quoted from Daniel Chandler, Semiotics, p. 15. 
408 Daniel Chandler, Semiotics, p. 260. 
409 See for instance: Marcel Danesi, Messages, Signs, and Meanings: A Basic Textbook in Semiotics and Communication 
Theory, Canadian Scholar’s Press Inc., 3rd edition, 2004.  
410 Daniel Chandler, Semiotics, p. 15, referring to Roman Jakobson, Language and Parole, p. 98. 
411 Louis Hjelmslev used the term “expression” for Saussure’s “Signifier”. (see: Winfred Nöth, Handbook of Semiotics, 
Indiana University Press, 1990, p. 66, referring to Louis Hjelmslev, La stratification du Langage, 1954, in: Essais 
Linguistiques, Nordisk Sprog- og Kulturforlag, 1959, pp. 37-68). In the present dissertation, I restrict the meaning of the 
concept ‘expression’ to the process of transformation of conceptual knowledge into a non-cerebral object or process. 
Hjelmslev’s concept of “concept” (Saussure’s “signified”), on the other hand, corresponds to the concept of ‘concept’ as I 
understand it. 
412 Ferdinand de Saussure, Course in General Linguistics, Duckworth, trans. Roy Harris, 1919/1983, p. 66. Translation of: 
“Le signe linguistique unit non une chose et un nom, mais un concept et une image acoustique. Cette dernière n’est pas le son 
matériel, chose purement physique, mais l’empreinte psychique de ce son, la représentation que nous en donne le témoignage 
de nos sens”. Ferdinand de Saussure, Cours de Linguistique Générale, Editions Payot, 1972, p. 98. 
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the concept with the word (or word complex) in question. “A mental image […] is a conceptual 
version of some physical or emotional sensation. […][It can] be elicited by fictitious or imaginary 
referents.”413 A mental image of a word, a sound, or of any other element of procedural knowledge, 
consists of the concept(s) or conceptual knowledge of elements of linguistic, musical, or other 
procedural knowledge. Auditory imagination of not-yet-existent sound or music by a composer, for 
instance, is an imaginary mental sound image. 
 
When a sign vehicle reaches an addressee414, the individual at the receiving end of the communication 
process perceives the sign vehicle. This process of perception or impression (as the opposite of 
expression)415 is “[t]he process through which people take raw sensations416 from the environment and 
interpret them, using knowledge, experience, and understanding of the world, so that the sensations 
become meaningful experiences”417. It can involve reading, listening, hearing, smelling, tasting, or any 
other type of sensory perception. Impression first turns the sense data of the sign vehicle into cerebral 
signals that are then decoded with the appropriate code belonging to the addressee’s procedural 
knowledge. The process of decoding transforms the sensory input into a decoded message in the 
addressee’s web of conceptual knowledge (and into signals that are processed in other parts of the 
brain, e.g. in the form of emotions) where, in the optimal case, it results in the creation of meaning for 
the decoded message. This latter process is the process of interpretation. The processes involved in 
perception or impression are shown in Example 6.8. Sensation happens on the level of the sense 
organs, decoding in the individual’s procedural knowledge, interpretation in the web of conceptual 
knowledge. 
 
 
 
Example 6.8: Processes involved in perception or impression. 
 
 
The process of decoding can only happen after the addressee has recognized the perceived sign vehicle 
as being a sign vehicle, that is: as an encoded message. This requires the presence of a similar kind of 
code in addresser and addressee (e.g. linguistic capacity, which is innate in human beings418 and which 
can be developed through language acquisition into the necessary procedural knowledge of verbal 
language). Only after this recognition of a sign vehicle can the addressee decode the sign vehicle, that 
is, create meaning for the traces that are left in his or her brain by the perception of the sign vehicle. 
The addressee is said to understand the addresser’s message if he or she is able to create meaning for 
the received message that is at least similar to the meaning the message has for the addresser. This 
requires the presence (by prior convention419) of a highly similar code in addresser and addressee (for 
instance, knowledge of the same natural language, e.g. English).  
                                                
413 Marcel Danesi, Messages, Signs, and Meanings: A Basic Textbook in Semiotics and Communication Theory, Canadian 
Scholar’s Press Inc., 3rd edition, 2004, p. 67.  
414 This concept corresponds to Roman Jakobson’s concept of “addressee”. See: Roman jakobson, Closing Statement: 
Linguistics and Poetics, p. 353  (Roman Jakobson, Essais de Linguistique générale, 1. Les Fondations du Langage, p. 214, 
uses the French translation “destinataire”). 
415 “Impression” is the term Susanne Langer uses to refer to the process the addressee is involved in (see: Susanne K. Langer, 
Feeling and Form, Charles Scribner’s Sons, 1953, pp. 13-4. 
416 Sensation is the process of taking in “raw” sense data that precedes perception (see for instance: Douglas A. Bernstein, 
Edward J. Roy, Thomas K. Srull, Christopher D. Wickens, Psychology, Houghton Mifflin Company, 2nd edition, 1991, p. 
125). 
417 Douglas A. Bernstein, e.a., Psychology, glossary p. A-26. 
 418 The innateness of human linguistic capacity is discussed in a.o. Noam Chomsky, Language and the Mind, Cambridge 
University Press, 3rd ed., 2006, Steven Pinker, The Language Instinct, The New Science of Language and Mind, Penguin 
Books, 1994 or Simon Kirby, Mike Dowman, & Thomas L. Griffiths, Innateness and culture in the evolution of language, 
Proceedings of the National Academy of Science of the United States of America, Vol. 104, N°12, March 2007, pp. 5241–45. 
419 George Miller defines a “code” as: “[e]very system of symbols that, by prior convention, is used to represent and transmit 
information from a source to a point of destination” (George A. Miller, Language and Communication, MacGrow Hill, 1951;  
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To make the difference between similar codes and similar kinds of codes clear, consider the case 
where someone addresses you in a language you don’t understand at all. Even though you don’t 
understand what the person is trying to say, you presume that the person is expressing a message 
verbally, in other words, you understand that what is said is a sign vehicle, because you possess a 
same kind of code (i.c. language capacity) even though you are unable to decode the message because 
you don’t possess the same code (you don’t understand the same language). The process of 
communication can only be effective, successful or ‘operative’ if the addressee is able to decode the 
sign vehicle. Roman Jakobson describes the process of operative communication as follows:  
 
The addresser sends a message to the addressee. To be operative the message 
requires a context referred to (‘referent’ in another, somewhat ambivalent, 
nomenclature), seizable by the addressee, and either verbal or capable of being 
verbalized420, a code fully, or at least partially, common to the addresser and 
addressee (or in other words, to the encoder and decoder of the message); and 
finally, a contact, a physical channel and psychological connection between 
the addresser and the addressee, enabling both of them to stay in 
communication.421 
 
It should be clear from what is said that sign vehicles have no intrinsic meaning, since they are objects 
or processes different from knowledge or thought. Meaning is, as was discussed, only attributed to 
conceptual knowledge or thought (concepts and propositions). If we want to talk about the meaning of 
a sign vehicle, the encoded message, we need to distinguish between its meaning for the addresser and 
for the addressee. For the addresser it is to be understood as the meaning of the message that is 
encoded by the addresser. The meaning of the sign vehicle for the addressee is to be understood as the 
meaning of the decoded message, belonging to the addressee’s web of knowledge. The meaning of the 
decoded message may be (and in many cases is) different from the meaning of the (original) message.  
 
Different authors have constructed different models of communication according to the elements that 
are important in their theories. Some traditional models are represented below (Example 6.9: 
Jakobson; Example 6.10: Shannon and Weaver; Example 6.11: Eco). 
 
 
 
 
Context (referential) 
 
Addresser (expressive) --------- Message (poetic)---------- Addressee (conative) 
 
Contact (phatic) 
 
Code (metalingual) 
 
 
Example 6.9: Jakobson’s model of communication.422 
 
 
                                                
quoted in Umberto Eco, La structure Absente: Introduction à la Recherche Sémiotique, translated by Uccio Esposito-
Torrigiani, Mercure de France, 1972, p. 118 [my translation from Eco 1972,13, my italics]). 
420 Jakobson seems to restrict his model of communication to the transfer of verbal knowledge. I extend this idea to all 
explicit knowledge in the next section (on verbal and non-verbal knowledge). The communication of non-verbal knowledge 
will be shown to be central to musical communication. 
421 Roman jakobson, Closing Statement: Linguistics and Poetics, in: Thomas A. Sebeok (ed.), Style in Language, MIT Press, 
1960, p. 353 [my italics]. 
422 Roman Jakobson, Essais de Linguistique générale, 1. Les Fondations du Langage, (Translated by Nicolas Ruwet), Les 
Editions de Minuit, 1963, p. 214. Jakobson’s linguistic functions are added between brackets. 
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Example 6.10: Shannon and Weaver’s model of communication (1949).423 
 
 
 
 
 
 
Example 6.11: Umberto Eco’s model of human communication.424 
 
 
 
Shannon and Weaver’s model and Eco’s model include physical “noise” (see Example 6.10 and 6.11). 
Noise is any disturbance that may influence the signal or sign vehicle. Physical noise is external to 
both actors, and is distinguished from semantic noise, which consists of differences in the codes, not in 
the difference of conceptual knowledge (meaning of concepts). Although noise may at times be an 
important factor in the difference between the meaning of the addresser’s message and that of the 
addressee’s decoded message, it will not be taken into account here, since it is not essential in the 
context of the present dissertation. Based on the ideas developed above, a model of communication 
can be constructed as shown in Example 6.12. 
 
 
                                                
423 Source: Philip Quinlan & Ben Dyson, Cognitive Psychology, Pearson Education Limited, Harlow, 2008, p. 37. 
424 Source: Umberto Eco, La structure Absente: Introduction à la Recherche Sémiotique, translated by Uccio Esposito-
Torrigiani, Mercure de France, 1972, p. 118. 
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Example 6.12: Model of communication. 
 
 
The sign vehicle in this model is the encoded message. It does not contain the encoded message. The 
box representing the sign vehicle is therefore ‘empty’. This idea corresponds to Umberto Eco’s claim 
that “the message is presented as an empty form, to which one can attribute many possible 
meanings”425. The term “message” in the quote has to be understood as ‘encoded message’ in the 
present context. 
 
The process of expression in Example 6.12 corresponds to Jean Molino’s “poietic process”; the 
process of impression is different from his “esthesic process”,426 in that in Molino’s model, the 
esthesic process goes from receiver to trace (sign vehicle), as is shown in example 6.13. For him the 
esthesic process is “essentially a reconstruction of the trace”427.  
 
 
 
 
Example 6.13: Molino’s model of communication. 
 
 
I want to distinguish between the process of impression or perception (which is an esthesic process 
directed from sign vehicle to addressee) and the “process of reconstructing the message”428, which I 
regard as a cognitive process in the addressee’s brain: the process of creating a decoded message by 
decoding the sign vehicle and of interpreting the decoded message. The model of communication 
                                                
425 Umberto Eco, La structure Absente: Introduction à la Recherche Sémiotique, translated by Uccio Esposito-Torrigiani, 
Mercure de France, 1972, p. 117. Quoted in English translation in: Jean-Jacques Nattiez, Music and Discourse: Toward a 
Semiology of Music, translated by Carolyn Abbate, Princeton University Press, 1990, p. 21 [my italics]. 
426 See: Jean Molino, Musical Fact and the Semiology of Music, translated by J. A. Underwood, Music Analysis, Vol. 9, N°2, 
1990, pp. 128-30. See also: Jean-Jacques Nattiez, Music and Discourse, Toward a Semiology of Music, translated by Carolyn 
Abbate, Princeton University Press, 1990, p. 16-7, or: Robert Samuels, Mahler’s Sixth Symphony, A Study in Musical 
Semiotics, Cambridge University Press, 1995, p. 8. 
427 Craig Ayrey, Introduction to: Jean Molino, Musical Fact and the Semiology of Music, translated by J. A. Underwood, 
Music Analysis, Vol. 9, N°2, 1990, p. 106. 
428 Craig Ayrey, Introduction to: Jean Molino, Musical Fact and the Semiology of Music, p. 106. 
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developed in the present dissertation is therefore more akin to the unidirectional model “preferred by 
Barthes and Eco”429, from sender, over encoded message, to receiver. 
 
 
6.8 Verbal and non-verbal knowledge 
 
So far, I have not specified the type of code used in the expression or communication of a message. 
Many models of communication are specifically directed towards linguistic communication; that is the 
communication of verbal knowledge. Not all conceptual knowledge can be expressed in language (in 
words and sentences), however. In order to be expressible in language, there has to be a cerebral link 
between the conceptual knowledge to be expressed (the message) and linguistic430 procedural 
knowledge or linguistic codes (procedural knowledge for the generation of words). In other words: the 
subject needs to have words for the concept he or she wants to express. Concepts that can be expressed 
in language, because there is a link between the concept and a linguistic code, are called verbal 
concepts. The set of an individual’s verbal concepts is his or her verbal knowledge. All the other 
conceptual knowledge of an individual is non-verbal knowledge, knowledge that cannot be expressed 
in language because there is no link between the concepts and linguistic procedural knowledge in an 
individual’s brain (that is: the individual has no words for the concept). Since a subject’s brain 
contains many more concepts than the number of words in any known language, the number of non-
verbal concepts is necessarily much higher than the number of verbal concepts. Non-verbal knowledge 
consists of all possible kinds of conceptual knowledge431: pure as well as empirical knowledge; 
explicit as well as tacit, intuitive and emotional knowledge. Non-verbal knowledge may be intuitive; 
intuitive knowledge may be non-verbal. 
 
Noam Chomsky states: “We do not understand, and, for all we know, we may never come to 
understand what makes it possible for a normal human intelligence to use language as an instrument 
for the free expression of thought and feeling432; or, for that matter, what qualities of mind are 
involved in the creative acts of intelligence that are characteristic, not unique and exceptional, in a true 
human existence.”433 Despite this lack of understanding, “discoveries in neuroscience have shown that 
non-verbal signs are produced differently from words. Spoken language is processed in the cerebral 
cortex, a more developed area of the brain that is unique to human beings. In contrast, nonverbal 
cues—such as smiling, staring, and clenching the fists—are processed in lower, more primitive areas 
such as the limbic system. People often produce and receive nonverbal cues without conscious 
awareness of doing so.”434 In this statement, Marcel Danesi seems to be referring to bodily responses 
when he talks about “nonverbal signs”. Although those non-verbal responses differ from verbal sign 
vehicles (words), non-verbal concepts are expressed in communication in a similar way as verbal 
concepts, albeit with different codes. 
 
                                                
429 Craig Ayrey, Introduction to: Jean Molino, Musical Fact and the Semiology of Music, p. 105, referring to: Roland Barthes, 
Elements of Semiology, trans. Annette Lavers and Colin Smith, Beacon Press, 1967, to: Roland Barthes, S/Z: An Essay, trans. 
Richard Miller, Hill and Wang, 1974, and: Umberto Eco, A Theory of Semiotics, Indiana University Press, 1976. 
430 Throughout the present dissertation, I will restrict the meaning of the concepts ‘language’ and ‘linguistic’ to verbal 
language (sometimes also called “natural language”, “the domain of proper linguistics”, of which music is not a member 
(see: Umberto Eco, La structure Absente: Introduction à la Recherche Sémiotique, translated by Uccio Esposito-Torrigiani, 
Mercure de France, 1972, p. 15-7). Whenever the term language occurs, it refers to verbal language only. The very 
interesting question whether music or art forms are languages will not be addressed. For a concept of language in a broader 
sense, see for instance: Göran Hermerén, Representation, Truth, and the Languages of the Arts, In Veikko Rantala, Lewis 
Rowell & Eero Tarasti (eds.), Essays on the Philosophy of Music, Acta Philosophica Fennica, Vol. 43, 1988, pp. 179-209, 
quoted in: Stephen Davies, Musical Meaning and Expression, Cornell University Press, 1994, p. 5. Davies lists seven 
conditions for a “something” to be a language “or significantly like a language”. According to those conditions, music would 
not be a full-fletched language, since, according to Davies, “music meets, at best, only the weakest three [conditions]”. 
431 With the exception of verbal knowledge, of course. 
432 In the present context, “expression of feeling” should be read as “expression of emotional knowledge”. 
433 Noam Chomsky, Language and Mind, Cambridge University Press, 3rd edition, 2006, pp. 88-9. What is said about 
language can be extended to any procedure of expression or communication.  
434 Marcel Danesi, Messages, Signs, and Meanings: A Basic Textbook in Semiotics and Communication Theory, Canadian 
Scholar’s Press Inc., 3rd edition, 2004, p. 64.  
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Every conscious thought435 can, in theory at least, be expressed by an individual if the individual 
possesses expressive procedural knowledge, but, as was suggested above, in order to be successfully 
communicable, addresser and addressee need to possess highly similar codes. If I possess the 
procedural knowledge of linguistic expression, for instance, I can connect a word to any thought that 
would occur in my mind. If an adequate word for a particular thought doesn’t belong to any language 
(or any language I know), there is no reason why I should not be able to invent and utter a new word, 
such as “gavagai”436, to express my exact thought. The sign vehicle thus created may be perceived by 
an addressee, but if the addressee doesn’t possess the procedural knowledge to decode the sign vehicle 
(because he or she doesn’t know the word “gavagai”, for instance), the addressee would not be able to 
attach meaning to the word that would enable him or her to understand my message, which makes the 
act of communication unsuccessful (supposing that it was my aim to be understood). 
 
It should be clear that the concept of meaning developed above is not restricted to linguistic meaning 
(the meaning of verbal concepts or propositions). Concepts of any kind—verbal or non-verbal—have 
meaning as soon as they are interconnected with other concepts in a web of knowledge.  
 
 
6.9 Relevant meaning and levels of communication 
 
We have seen that the meaning of a message is usually broader (contains more concepts) than the 
number of concepts contained in the message. In many situations an individual aims at communicating 
at least part of that broader meaning that is not included in the message. I call the meaning (the set of 
concepts) that an individual attempts to communicate the relevant meaning of the message. The 
scope of the relevant meaning of a message varies between the set of concepts contained in the 
message and the whole meaning of the concepts contained in the message for the addresser, as is 
shown in example 6.14. This scope of relevant meaning depends on the context or the situation of the 
communication that I call the level of communication in which the message is expressed.  
 
 
 
Example 6.14: The scope of relevant meaning of a message 
in relation to the message and its complete meaning. 
 
 
The idea of ‘level of communication’ corresponds to the idea of “language levels”437 developed in the 
context of (natural) language by the Signific Movement438. According to a theory of this movement, 
                                                
435 At least some unconscious thoughts can also be included in expression, but it is beyond the scope of the present text to 
address the topic of unconscious thought. 
436 The word “gavagai” was invented by W.V. Quine (see Willard Van Orman Quine, Word and Object, MIT Press, 1960, p. 
29). 
437 The idea of “language levels” (Dutch: taaltrappen) is an important idea of Dutch author Frederik van Eeden, 
mathematician and philosopher Gerrit Mannoury, and the Signific Movement. 
438 the Signific Movement was a Dutch group of linguistic thinkers who based their ideas around Victoria Lady Welby’s term 
“significs”. The movement included a.o. novelist Frederik van Eeden and mathematician and philosopher Gerrit Mannoury. 
“Significs was defined by Mannoury as the theory of mental associations which underlie human speech acts, with exception 
of theories of language in a narrower sense.” (H. Walter Schmitz (ed.), Essays on Significs: Papers presented on the occasion 
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the use of language (verbal expression and communication) can be categorized in different “language 
levels”, according to their “volitional and emotional content and the conceptual content of general and 
specific speech acts”439. 
 
This theory [of language levels] is implied by a pragmatic conception of 
language. Language always has a specific purpose. When for example the 
purpose is a specialized one, such as the building of a bridge, we need a 
specialized, technical language which has a clear meaning to all those who 
participate in the building of the bridge. But we do not need such a specialized 
language when we want to express that we have a headache. The language 
levels given by Mannoury […] are the following: 
 
1. basic language (has no word connections; e.g. the primordial language of 
children); 
 
2. emotive language (word connections exist but are not rigid; e.g. poetical 
language, and the not formalized language of mathematics, esp. intuistic 
mathematics); 
 
4. scientific language (word connections are based on explicit agreement. 
Therefore the margin of misunderstanding becomes very narrow. E.g. the 
language of laws and regulations, technology and science); 
 
5. symbolic language (word connections are based exclusively on 
preconceived rules of combination. Misunderstanding is hardly possible. e.g. 
the language of symbolic logic)440. 
 
These levels form a hierarchy according to increasing stability of word 
connections. However, according to Mannoury the transition from one level to 
another is a gradual one.441 
 
 
The “stability of word connections”442 mentioned by Schmitz relates to the scope of relevant meaning 
of a message in verbal communication. At the highest level (the level of symbolic language), the 
relevant meaning of the concepts contained in a message is strictly limited to their pre-established 
definition. Any purely mathematical proposition, for instance, belongs to this language level. In the 
proposition “A point is that which has position but not dimensions”443, the only part of the meaning of 
                                                
of the 150th Anniversary of the Birth of Victoria Lady Welby (1837-1912), Foundations of Semiotics 23, John Benjamins 
Publishing Cie., 1990, p. 262). 
439 “de wilsinhoud, de gevoelsinhoud en de voorstellingsinhoud van algemene en biezondere taaldaden.” Gerrit Mannoury, 
quoted on http://frederik-van-eeden.clubs.nl/nieuws/detail/212273_significi [last accessed: 09 February 2012], and H. Walter 
Schmitz (ed.), Essays on Significs, p. 263: “the best known distinction of significs, namely the one between the indicative, the 
emotional, the volitional and the formal elements of a speech act.” 
440 Note that according to this definition music (or any artistic idiom) cannot be a symbolic language. According to Susanne 
Langer, music is emotive expression as well as symbolic form; “form” as well as “feeling”. “[T]he conclusion reached in 
Philosophy in a New Key is that the function of music is not stimulating a feeling, but expression of it; and furthermore, not 
the symptomatic expression of feelings that beset the composer [emotional response] but a symbolic expression of forms of 
sentience as he understands them. It bespeaks his imagination of feelings rather than his own emotional state, and expresses 
what he knows about the so-called ‘inner life’ [emotional traces]; and this may exceed his personal case, because music is a 
symbolic form to him through which he may learn as well as utter ideas of human sensibility.” (Susanne langer, Feeling and 
Form, Scribner’s, 1953, p. 28).  
441 H. Walter Schmitz (ed.), Essays on Significs, pp. 263-4. 
442 Charles Rosen talks about “a certain looseness of meaning” to indicate the unequivocal signification or function of 
elements of language. He claims “[p]oetry seizes upon this looseness, upon the possibilities of misunderstanding inherent in 
language, and creates form in which the meaning of the elements derives as much (sometimes more) from their place in the 
individual work as from their use in speech.” (see: Charles Rosen, Arnold Schoenberg, University of Chicago Press, 1975, p. 
18). 
443 John Casey (ed.), The first six books of the Elements of Euclid, Hodges, Figgis & Co., 1885, p. 2. 
 175 
the concepts “point”, “position”, “dimension”, and of all the other words in the proposition, that is 
relevant in the act of communication is their mathematical definition. As long as the subjects involved 
in the communication (addresser and addressee) apply the same definitions for those concepts, there 
will be “stability” in communication; the subjects will have perfect understanding444 (assumed, of 
course, that there is no noise in the process of communication). Perfect understanding of the message 
by the addressee occurs when the relevant meaning of the decoded message is identical to the relevant 
meaning of the (original) message. This generally only occurs on the highest language levels; the 
symbolic and, to a lesser extent, the scientific. The scientific language level of Significs is what 
Umberto Eco calls (without reference to the Signific Movement however) “laboratory language”: “the 
language we use to send a business telegram or the one we use to talk with our personal computer are 
examples of laboratory language”445.  
 
When, for instance, we restrict the relevant meaning of the word “gav” to the fact that it is an instance 
of “agai”446 (whatever an agai may be)447, meaning that there is nothing else relevant to know in the 
conversation, then the English version of the proposition “every (or a) gav is an agai” can be exactly 
translated. For instance in French: “chaque (ou un(e)) gav est un(e) agai”; in Russian: “(каждый) гав 
Агаи”, and so on. Other words may even be used in the other languages, as long as they refer to gav 
and agai only in the indicated way. If the French word for “gav” would be “vag”, and if “agai” would 
be “iaga” in French, then the English “every (or a) gav is an agai” could still be exactly translated into 
French as “chaque (ou un(e)) vag est un(e) iaga”. If we want to know more about an agai, we have to 
extend the meaning of the concept, such as: an agai is an “animal”, whatever “animal” may mean 
(even if it is translated into French as “animal” and in Russian as “животное”). Exact translation only 
becomes impossible if the relevant meaning of the concepts involved is not explicitly limited (such as 
the meaning of the concept ‘animal’ in everyday communication). This is the case in most forms of 
human communication, where fine nuances are commonly part of the relevant meaning expressed. 
Everyday inter-subjective communication does not generally happen on the level of symbolic or 
scientific language, but is situated on the levels of emotive and utility language (or in some cases even 
on the basic language level)448. This means that the scope of the relevant meaning communicated is 
broader, than is the case in scientific and symbolic language. Nuance, double meanings, ‘reading 
between the lines’, irony, sarcasm and humor, emotions, political demagoguery, sophistry, and the like 
play a role at this level. Although these elements may make perfect understanding impossible, they 
enable us to verbally express thoughts and ideas that would otherwise be impossible to communicate. 
Or, as Umberto Eco puts it: “If, in every communicative interaction of everyday life, we practiced the 
severity that must characterize a logician or a lexicographer, life would become a hell.”449  
 
The stability of the word connections decreases when the language level decreases (from symbolic to 
emotive language), because the meaning of the concepts contained in the message and the decoded 
message will necessarily be different for the communicating individuals. In everyday communication, 
the relevant meaning of even very ‘simple’ concepts such as ‘tree’ will be very different for a 
carpenter, for whom trees—or at least the wood they provide—are a source of income, than for a 
person who fell out of a tree as a child and remained paralyzed ever after. “Beneath the uniformity that 
                                                
444 According to R. G. Collingwood, “[u]nderstanding what some one says to you is […] attributing to him the idea which his 
words arouse in yourself; and this implies treating them as words of your own.” (Robin George Collingwood, The Principles 
of Art, Oxford University Press, 1938, p. 250). 
445 Umberto Eco, Introduction to: C.K. Ogden & I.A. Richards, The meaning of Meaning, Harcourt Brace Jovanovich 
Publishers, (1923) 1989, p. viii. 
446 The similarity of “gav” and “agai” with Quine’s “gavagai” is deliberate (see Willard Van Orman Quine, Word and Object, 
MIT Press, 1960, p 29). 
447 As soon as reference is made to an empirical source (e.g. by pointing at an object, like Quine’s “gavagai”) the meaning of 
the concept is already changed, so the concepts have to be pure (or their relevant meaning be restricted to pure concepts) in 
order for exact translation to be possible. 
448 It may be argued that the relevant meaning of a message on the basic language level of the Signific Movement is even 
narrower than that of the definitions of the concepts expressed in the message and that even those concepts may not have 
clear connections between them (i.e. gibberish). In that case, the comparison with extending scope of relevant meaning 
reaches its limit at the level of emotive language. 
449 Umberto Eco, Introduction to: C.K. Ogden & I.A. Richards, The meaning of Meaning, Harcourt Brace Jovanovich 
Publishers, (1923) 1989, p. viii. 
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unites us in communication there is a chaotic personal diversity of connections, and, for each of us, the 
connections continue to evolve.”450 The broader the relevant meaning of the communicated concepts 
gets, the more non-verbal concepts will be involved, and this makes even verbal communication ever 
more ambiguous, delicate, and prone to misunderstanding. The more the language level of a message 
moves towards the poetic level451, the higher Quine’s indeterminacy of translation452 of the message 
becomes. The term translation can be used here in its broadest sense; not only the translation from one 
language into another (from one code to another), but also the transformation from message to 
encoded message and to decoded message. 
 
I use the term ‘level of communication’ rather than the Significs’ term “language level” because the 
idea is not restricted to verbal language alone453. It applies to all types of communication and therefore 
to non-verbal communication as well. Non-verbal communication can happen at all ‘levels’. On the 
one hand, words are not always necessary to communicate even on a symbolic level, and on the other 
hand, at the level of broadest relevant meaning verbal communication may be (and often is) utterly 
and completely insufficient. Another distinction with the ideas of the Signific Movement I want to 
make is that they describe the lowest language level as the level of emotional language. The level of 
communication with the broadest relevant meaning, however, is not only about expression of 
emotional knowledge, although emotional knowledge usually constitutes an important part of the 
relevant meaning on this level of communication. 
 
Finally, the idea of relevant meaning may be applied to the meaning of the decoded message 
interpreted by the addressee as well as to the meaning of the (original) message expressed by the 
addresser. Both may differ to a smaller or larger extent according to the level of communication. 
Effective communication can only happen when the communication happens at the same level for 
both actors in the process. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                
450 Willard Van Orman Quine, Word and Object, p. 13. 
451 The poetic level of communication belongs to artistic expression and communication discussed below. 
452 Willard Van Orman Quine, Word and Object, pp. 26-79. 
453 Granted that the term “language” refers to verbal language alone or to every type of communication that has the (semantic 
and syntactical) structure of language. It is beyond the scope of the present dissertation to discuss this topic further. 
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Chapter 7.  Artistic communication and the aesthetic universe 
 
 
7.1 Artistic communication and expression 
 
All expression is expression of ideas, of concepts and propositions within a message. Neither the 
concepts belonging to a message, nor the concepts belonging to the relevant meaning of a message 
have to be verbal concepts. Non-verbal concepts can be expressed as well. Language can be used to 
express verbal concepts belonging to a message only (since words are required in the process), but 
non-verbal concepts may be part of the relevant meaning of a verbal message. Language is by 
definition inappropriate as a tool to express those non-verbal concepts in its message. This can only be 
done through media of non-verbal communication, such as music or other artistic media. Indeed, it is 
often because ideas cannot be expressed verbally or rationally that artists resort to art to express them.  
 
According to Susanne Langer, “works of art are ‘presentational’ symbols […]. Her account of 
presentational symbolism is developed by contrasting this mode of symbolism to the discursive 
symbolism of language”454. Langer “argues that it is above all the arts, and in particular music, which 
trade in [what she calls] presentational symbols [in contrast to discursive symbols]455. Garry Hagberg 
neatly summarizes Langer’s view, capturing the way it differs from Wittgenstein’s: whereof we 
cannot speak, thereof we must compose, paint, write, sculpt, and so forth.”456 Indeed, art is often the 
only way to successfully communicate ideas that cannot be successfully457 communicated in words. 
This idea is formulated by pianist Jan Michiels as: “What cannot be said should be played”458, and by 
Helmut Lachenmann as: “Whatever composers cannot speak of they should work on.”459 These claims 
can be extended to the more general “what cannot be verbally expressed should be expressed 
artistically”.  
 
Artistic expression and communication happen at the lowest possible level of communication. This is 
the level where the relevant meaning of the message coincides with its complete meaning. Art can 
therefore be defined as the expression of the complete meaning of a message.  
 
The relevant meaning communicated in Percy Shelley’s verse “Unfathomable Sea! Whose waves are 
years”460, for instance, is not restricted in any way. The relevant meaning of “sea”, “waves” and 
“years” exceeds the dictionary meaning of the words, further even than the meaning that is created by 
the metaphor. Poets relevantly express the complete meaning the verbal concepts (represented by the 
words) have for them at the moment they write their poems. In addition, the mental image of the 
                                                
454 Stephen Davies, Musical Meaning and Expression, Cornell University Press,1994, pp. 123-4. 
455 A “presentational symbol” is a symbol that presents an object (a feeling, according to Langer) rather than representing it. 
See: Susanne K. Langer, Philosophy in a New Key: A Study in the Symbolism of Reason, Rite, and Art, Harvard University 
Press, 1942, pp. 79-102. 
456 Stephen Davies, Musical Meaning and Expression, p. 125; referring to Susanne K. Langer, Philosophy in a New Key; to 
Susanne langer, Feeling and Form, Scribner’s, 1953; to Ludwig Wittgenstein’s “Wovon man nicht sprechen kann, darüber 
muß man schweigen”, in Ludwig Wittgenstein, Tractatus Logico-Philosophicus, 1922, in: Werkausgabe Band 1, Surhrkamp, 
1984, p. 85; and to Garry Hagberg, Art and the Unsayable: Langer’s Tractarian Aesthetics, British Journal of Aesthetics, 
n°24, 1984, pp. 325-40. 
457 As was discussed before, words may be invented to express all possible thoughts, but this does not necessarily result in 
successful communication. 
458 “Worüber man nicht sprechen kann, muss man spielen” is the subtitle of dr. Michiels’ doctoral dissertation  “Teatro 
dell’ascolto“ (VUB, Brussels, March 2011, unpublished). 
459 Helmut Lachenmann, Philosophy of Composition: Is There Such a Thing, in Identity and Difference: Essays on Music, 
Language and Time, Collected Writings of the Orpheus Institute, Leuven University Press, 2004, p. 68.  
460 Percy Bysshe Shelley, Time, in Complete poetic works of P.B. Shelley, forgotten books, 2008, p. 188. 
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words in the poem (Saussure’s signified) and the complete meaning of these mental images also 
belong to the relevant meaning of the poetic message. 
 
Example 7.1 shows the presence of a mental image of an expressive procedure in an aesthetic 
message. The reversed arrow connecting mental image and procedural element indicates that the 
mental image of the expressive procedure may be expressed461, that a signifier may become a signified 
in artistic expression, thus blurring the distinction between mental images and other concepts in an 
aesthetic message.  
 
 
 
Example 7.1: Concept and mental image of procedure in an artistic message. 
 
 
It is because in art the mental image (knowledge) of procedures is relevantly expressed, that art cannot 
be explained verbally or poetry cannot be translated. The exact wording, images, sounds or other 
symbols in the artwork are essential. Berthold Brecht pointed out the intranslatability of poetry when, 
during his interrogation before the House Committee on Un-American Activities, he was asked 
whether he wrote the poem Forward, we’ve not forgotten. The questioner recited (part of) the poem in 
English. Brecht answered quite laconically: “No, I wrote a German poem, but that is very different”462. 
On a scientific or symbolic communication level, in contrast, the exact procedure of expression (the 
exact wording or symbols used) is unimportant (other words or symbols would do as well, as can be 
illustrated by the different notation systems used by Isaac Newton and Gottfried Wilhelm Leibniz 
when they developed calculus independently in the 18th Century463).  
 
The mental image of musical procedures is what is sometimes called the ‘inner ear’464, the mental 
image an individual (i.c. a composer) can make of sound and music. In general, artistic expression is 
the expression of the complete Saussurean sign (extended to non-verbal signs465), in such a way that 
the distinction between concepts and mental images of the expressive procedures used to express the 
concepts cannot always be made. Artistic expression is generally a mixture of both. Mental images of 
formal and expressive procedures are as much part of the message as are non-procedural concepts. 
Formal or procedural concepts (mental images of expressive procedure, related to technique, idiom 
and style) are generally part of the aesthetic message. There is, in other words, no clear functional 
distinction between formal content of an artistic message and non-formal conceptual content. An 
artistic idea can originate from both. The original concept (the initial idea of the artwork) may be 
verbal (as is possibly the case in Wagner’s Leitmotivs) or non-verbal, emotional or intuitive but it may 
                                                
461 It may be argued whether the arrow from procedural knowledge to mental image is always necessary. This discussion 
would bring us too far in the present context. 
462 Source: https://www.youtube.com/watch?feature=player_embedded&v=GkiqGxD4CZ8#! [last accessed: 23 December 
2012]. 
463 See for instance: Hans Niels Jahnke (ed.), A History of Analysis, American Mathematical Society, 2003, p. 100. 
464 ‘Inner ear’ is here defined as a mental ability, not as the part of the vertebrate ear comprising the cochlea and the 
vestibular system. 
465 Non-verbal signs are signs that have non-verbal concepts as their signified. 
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also be a mental image of an artistic procedure. A sonic idea may be at the origin of an aesthetic 
message or may even represent the whole message. A melodic trouvaille, a particular sound idea or 
technique may be the initiating sparkle of an aesthetic message.  
 
In my own artistic practice, the knowledge of my serial technique and the formulas I developed in Part 
1 may not belong to the messages I communicate, but they certainly belong to their meaning. My 
research may in itself not be artistic expression, but it adds to the knowledge contained in my aesthetic 
universe and thence to the meaning of my musical messages. However, the tonality and consonance 
formulas form the basis of my technique and this technique is part of the artistic messages I 
communicate. In this way, theory and technique become homogeneously integrated in my artistic 
expression, and cannot always be clearly distinguished.  
 
It should be clear now that, in artistic creation (and performance), what is expressed is (or may be) as 
important as how it is expressed. Some artists focus on what is expressed, others on the form of the 
message and the procedures of expression. The former is the focus of expression theory, the latter of 
formalism.466 Formalists such as Clive Bell and Roger Fry claim that “’significant form’ alone may be 
considered as the ‘essence’ of art”467. The formalist aesthetic theory of Eduard Hanslick, in contrast, 
stresses the idea that “in music we see content and form, material and configuration, image and idea, 
fused in an obscure, inseparable unity”468. The ideas developed in the present dissertation correspond 
more to Hanslick’s idea, which, in the present context, can be interpreted as a synthesis of formalism 
and expression theory, rather than as a pure formalist theory like that advocated by Bell and Fry. 
 
‘Expression’ should in the present context be understood as expression of ideas, not of emotions. For 
an emotion to be expressible it should be present in the artist’s mind. This is generally not the case. If 
it were true that composers or performers express emotions, the only emotions they could express 
would be the emotions they feel while composing or performing. Since composition is generally a 
long-lasting activity and since most composers experience a whole range of sometimes contradicting 
emotions during the entire composition process, scores would result in a pall-mall expression of those 
different emotions. And also, how could Giuseppe Verdi ever have expressed the emotions of Violetta, 
since he cannot possibly ever have experienced what it is like to be a “fallen woman”. 
 
Performers, in turn, are supposed to be able to play cheerful music (music through which ideas related 
to the idea of cheerfulness are expressed) even if they are feeling sad. Contrary to Susanne Langer’s 
claim that “music (and the art in general) is an iconic symbol of mental state identifiable as 
emotions”469, I claim that art, or any other type of communication, does not express emotions. This is 
however not to say that no emotions are involved in the processes of artistic (or other) expression and 
communication. Possibly, in normal conditions470, no human expressive (or any other cerebral) 
activity happens without the involvement of emotions. “It is entirely feasible to devise information-
processing models of language, memory and even decision making that do not make reference to 
emotion.”471 Indeed, in theory, it is possible to imagine human thought without the involvement of 
emotions, but in reality it is very unlikely that we ever have thoughts that are not in one way or 
another connected to emotional processes in our brain as the result or the cause of the thought process. 
                                                
466 “The concept of formalism signifies an aesthetic perspective […] that prioritizes formal detail above other factors (such as 
identity, meaning, expression and interpretation).” (David Beard & Kenneth Gloag, Musicology, The Key Concepts, 
Routledge, 2005, p. 65). 
467 Anton A. van den Braembussche, Denken over Kunst: Een Kennismaking met de Kunstfilosofie, Dick Coutinho, 1996, p. 
101 [my translation], referring to Clive Bell, Art. The Classic Manifesto on Art, Society, and Aesthetics (1913), re-edited: 
Book Jungle, 2008; and Roger Fry, Vision and Design (1920), re-edited: Dover Publications Inc., 1998. 
468 Eduard Hanslick, On the Musically Beautiful: A Contribution towards the Revision of the Aesthetics of Music, translated 
by Geoffrey Payzant from Vom Musikalisch-Schönen: Eine Bezitrag zur Revision de Ästhetik der Tonkunst (1891), Hackett 
Publishing Company, 1986, p. 80. 
469 Stephen Davies, Musical Meaning and Expression, Cornell University Press,1994, pp. 123-4. 
470 Emotional numbness (the lack of feeling) or distortion of feeling as may occur in such cases as posttraumatic stress 
disorder or schizotypal personality disorders, are here not considered as ‘normal conditions’. (see: Douglas A. Bernstein, 
Edward J. Roy, Thomas K. Srull, Christopher D. Wickens, Psychology, Houghton Mifflin Company, 2nd edition, 1991, p. 512 
& 613). 
471 Jamie Ward, The student’s Guide to Cognitive Neuroscience, Psychology Press, second edition, 2010, p. 337. 
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Collingwood may well be right in claiming that “words in a living language are never used without 
some practical and emotional colouring, which sometimes takes precedence of its descriptive 
function”472, and that “sensa never come uncharged with emotion”473.  
 
Although emotions may be involved in all human cerebral activity, this is not to say that they can be 
expressed. Emotions can only be imprinted or responded to, as was discussed above (see Example 
6.5). If emotions are to be expressed, this can only happen indirectly. Emotions have to be imprinted 
as emotional knowledge before the emotional concepts they result in can be expressed. Collingwood’s 
statement: “the poet’s labour can be justly described as converting emotions into poems”474 should 
therefore be interpreted as referring to an activity of indirect conversion. The distinction between 
emotional response and emotional expression, and the indirect character of emotional expression via 
emotional imprint, is shown in Example 7.2. 
 
 
 
Example 7.2: Emotional expression vs. emotional response. 
 
 
An emotional response is never an artistic expression. Expression requires an expressive procedure 
that belongs to procedural knowledge. Emotional response on the other hand is an unmediated, 
involuntary process. In some cases the distinction between emotional response and emotional 
expression may not be clear however.475 The outcome of some responsive procedures, such as smiling 
or crying for instance, may be used as expressive procedures. There are actors who can cry on 
command and most of us can smile without it being the response to an emotion. Emotional responses 
too may in some cases be in contradiction with experienced emotions.476 
 
If it is true for all human expression that it only involves emotions indirectly, how much more does 
this apply to art. As was said before, much of an individual’s emotional knowledge is non-verbal. Who 
has never experienced the inability to say in words what he or she feels, the frustration: “Oh word, you 
word that I lack”477? Art may be the only way to communicate the non-verbal emotional knowledge 
resulting from those unspeakable feelings. This is why, for many artists, the expression of emotional 
knowledge is considered the purpose of their art. They stress the emotional link in their expression of 
aesthetical ideas. For them, Jakobson’s “expressive function”, aimed at expressing (knowledge 
resulting from) feelings and attitudes, is central in artistic expression. Expression theorists such as Leo 
                                                
472 Robin George Collingwood, The Principles of Art, Oxford University Press, 1938, pp. 8-9. 
473 Robin George Collingwood, The Principles of Art, p. 163. 
474 Robin George Collingwood, The Principles of Art, p. 23. 
475 In order not to over-complicate matters, “emotional behavior” is here left out of the picture (see: Leonard B. Meyer, 
Emotion and Meaning in Music, The University of Chicago Press, 1956, p. 17). 
476 This is a.o. the case in such neurological diseases as amyotrophic lateral sclerosis. See: Douglas A. Bernstein, e.a., 
Psychology, pp. 491-2. 
477 “O Wort, du Wort, das mir fehlt! are the last words of Arnold Schoenberg’s unfinished opera Moses und Aron. 
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Tolstoy even claim that “art is purely and solely a matter of emotions”478. Anton van den 
Braembussche rightly objects that this claim is “without doubt unsustainable”479. 
 
Artistic expression becomes artistic communication when it is part of the inter-subjective process 
chain of knowledge transfer between addresser (composer or performer) and addressee (performer or 
listener). In the process of composition, composers encode an aesthetic message in a score. The score 
is subsequently decoded and mentally interpreted by the performer. This results in a decoded message 
in the brain of the performer that becomes part of the message expressed (encoded) by the performer 
in the process of performance. The performance is the sign vehicle for this second encoded message, 
which is then decoded and interpreted by the listener. In order for the messages to be decoded, 
composer, performer, and listener have to possess a similar aesthetic code. But even then, there will 
only be similarity between messages and decoded messages in the brains of the different individuals 
involved. There is no one-to-one mapping of complete meaning in the procedures of artistic 
communication (encoding and decoding). Perfect encoding and decoding of meaning of an artwork is 
impossible. The meaning of an artwork is therefore necessarily different from subject to subject. On 
top of that, the relevant meaning of the message behind a composition changes constantly, even for the 
composer, during the whole process of conception and composition, as well as after the completion of 
the score. So does the meaning of a score and performance480 for the performer during the process of 
practice, with every performance, and in the intervals between performances, as well as the meaning 
of the performance of a piece for the individual listeners every time they listen to the piece, read about 
it, or when their mind is confronted with it in any other way. Trying to discover the composer’s 
meaning of a composition in order to be able to express it in the performance of a score is therefore 
not a mere futile enterprise, but rather a sheer impossibility, and should, in my opinion, not be an 
aspiration of performers or listeners. I presume this might have been a comforting idea to Arnold 
Schoenberg when he said: “I want to express myself—but I hope to be misunderstood.”481 
 
 
7.2 The Aesthetic Universe 
 
An individual’s personal knowledge can be grouped in different but usually overlapping subsets of 
knowledge according to the different domains of thought that require and activate that specific 
knowledge. A mathematician’s professional activity, for instance, demands a different set of 
knowledge, a different area of thought, than his or her participation in a political debate. Whenever 
such a subset of personal knowledge is highly developed and structured, and occupies a prominent 
place in the person’s activities (such as the mathematician’s set of mathematical knowledge), I call the 
subset a cerebral universe. Cerebral universes can be a.o. social (professional, private482, 
political,…), ethical or moral (containing knowledge in the realm of right and wrong), logico-
mathematical (the domain of true and false), or aesthetic (the domain of beauty and the arts).  
 
The aesthetic universe of an artist (or an informed non-artist with highly developed aesthetic 
interests) is the set consisting of all the artist’s aesthetic knowledge. A musician’s aesthetic universe, 
for instance, contains not only all the musician’s theoretical and historical knowledge of music, and 
his or her knowledge of the repertoire, but also the procedural knowledge necessary to play an 
                                                
478 Anton A. van den Braembussche, Thinking Art, Springer, 2009, p. 39, translation by Michael Krassilovsky e.a. of, Denken 
over Kunst: Een Kennismaking met de Kunstfilosofie, Dick Coutinho, 1996; referring to: Leo Tolstoy, What is Art?, 
translated by Richard Pevear & Larissa Volokhonsky, Penguin books, 1995. 
479 Anton A. van den Braembussche, Thinking Art, p. 40. 
480 An individual’s meaning of a score or performance is the meaning of the individual’s aesthetic idea for which the score or 
the performance is the sign vehicle. 
481 Arnold Schoenberg in a letter to Alma Mahler (07 October 1910). Quoted in Bryan R. Simms, “My Dear Hagerl”: Self-
Representation in Schoenberg’s String Quartet No.2, in 19th-Century Music, Vol. 26, N°3, University of California Press, 
2003, p. 258. 
482 It is frequently said that becoming a father or a mother, for instance, changes one’s “whole world”. There is indeed a 
completely new private social universe that comes into being with the birth of a child: a parental universe that will have a 
major influence on one’s thought for the rest of one’s life. This universe contains entirely new knowledge but also rearranged 
existing knowledge. 
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instrument, read a score, or compose a new piece, and the emotional traces left in the musician’s brain 
by aesthetical experiences. 
 
Arnold Schoenberg stated that “[c]omposition […] is above all the art of inventing a musical idea and 
the fitting way to present it”483. I extend this claim as follows: The musician’s artistic practice—
creation or performance—is the expression of the complete meaning of aesthetic ideas within his or 
her aesthetic universe. I define an aesthetic idea as any idea that belongs to an artist’s aesthetic 
universe and that can become part of a message that is expressed artistically. The meaning of an 
aesthetic idea for an artist is the web of all concepts that are connected to the aesthetic idea within the 
artist’s aesthetic universe. An artist can thus be defined as a person who is able to—feels the urge and 
has the skills (the procedural knowledge) to484—express the meaning of the aesthetic ideas belonging 
to his or her aesthetic universe through the creation and/or performance of artworks. An artwork (as a 
physical object or procedure external to the brain) is the sign vehicle—the external outcome of the 
process of encoding— of aesthetic ideas resulting from the expression of the whole meaning of those 
aesthetic ideas. 
 
As we have seen, in formal communication, the relevant meaning of the concepts used is normally 
restricted. In some cases only the definition of the communicated concepts is relevant. In colloquial 
communication, connotations, nuance, ambivalence, humour, irony or sarcasm, ‘reading between the 
lines’, sophistry or demagoguery may play a more or less important role in the extension of the 
relevant meaning of the concepts expressed. In artistic expression the complete meaning of the 
aesthetic message, of which the artwork is the sign vehicle, is relevantly expressed without limits to 
the possible connections between the concepts contained in the artist’s aesthetic universe. This results 
in an arborescent structure of the web of meaning of an aesthetic idea, or the aesthetic universe in 
general, in a constantly evolving web of metaphoric, intuitive, logical or completely free connections 
between concepts, wherein, to use Gilles Deleuze’s phrasing: “any point […] can be connected to 
anything other”485. The continuous creation of new connections between concepts in the aesthetic 
universe is not unlike a steadily proliferating Deleuzian rhizome. New relevant knowledge of any 
origin (be it rational, emotional or of any other kind) is added to the aesthetic idea—and, by extension, 
to the subject’s aesthetic universe—every time the aesthetic idea is activated in thought. Kant phrases 
this idea as follows:  
 
An aesthetic idea is a presentation of the imagination which is conjoined with 
a given concept and is connected, when we use imagination in its freedom, 
with such a multiplicity of partial presentations that no expression that stands 
for a determined concept can be found for it. Hence it is a presentation that 
makes us add to a concept the thoughts of much that is ineffable, but the 
feeling of which quickens our cognitive powers and connects language, which 
otherwise would be mere letters, with spirit.486 
 
Turning a web of meaning into a rhizome and the effect it has on emotional experience is what 
aesthetic experience consists of. It is not the perception of an artwork, but what is done with it by the 
individual (be it the addresser or the addressee). The web of meaning of an aesthetic idea, is turned 
into a rhizomatic web when all concepts belonging to the meaning of the aesthetic idea are—or can 
be—interconnected, as long as those interconnections are physiologically possible (that is, on a 
neuronal level). The aesthetic idea is then no longer the centre or node of a butterfly or bowtie-shaped 
web of meaning as shown in Example 7.3. Since any concept of the web may be connected to any 
other concept, its centre disappears.  
                                                
483 Arnold Schoenberg, Style and idea, Leonard Stein, ed., Leo Black, transl., University of California Press, 1975, p. 374. 
484 Schoenberg claims “art is born of ‘I must’ [I feel the urge], not of ‘I can’ [I possess the skills]” (Arnold Schoenberg, Style 
and idea, p. 365). It seems improbable to me however that urge without artistic skills could lead to the creation of an artwork. 
485 Gilles Deleuze & Félix Guattari, A Thousand Plateaus, Volume 2 of Capitalism and Schizophrenia, translation: Brian 
Massumi, Continuum, 2004, p. 7. 
486 Immanuel Kant, Critique of Judgment, Werner S. Pluhar, translator, Hackett Publishing Company, 1987 (originally 
published in 1790), § 49, p. 185. 
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Example 7.3: Bowtie-shaped web of meaning of an aesthetic idea before it is turned into a rhizome.  
A rhizome may be obtained when any concept in the web can be interconnected to any other concept. 
 
 
The construction of the aesthetic rhizome is not limited to logical or even to metaphoric 
interconnections of concepts; any concept can be connected to any other concept without exception. In 
an aesthetic rhizome, triangular circles ‘exist’, “Colorless green ideas [may] sleep furiously” and add 
to the relevant meaning of the artwork. Although the latter sentence is “nonsensical” according to 
Noam Chomsky487, on the communicative level of art, it can be meaningful. Intuition (the faculty of 
acquiring intuitive knowledge) and voluntary suspension of disbelieve play an important role in the 
process of constructing an aesthetic rhizome, which is the core of aesthetic experience. 
 
It is not unthinkable that the scope of the aesthetic universe of an artist may coincide with the 
complete web of knowledge of the artist. Every aspect of an artist’s life, all his or her thoughts, may 
belong to his or her aesthetic universe. The artist’s every breath may be part of his or her artistic life.  
 
 
7.3 Cultures and their borders 
 
Most artists share common aesthetic knowledge or ideas with other people (artists and non-artists 
alike). This common knowledge is what I call a culture. People sharing a common set of aesthetic 
knowledge are said to belong to the same aesthetic culture.488  
 
The set of knowledge shared by two individuals is their common culture. In theory it is possible to 
determine this set of knowledge. In practice this is impossible, since, although an individual’s set of 
knowledge may be a very concrete set of interconnected neurons in the neo-cortex, it is impossible to 
list; not only because an individual’s knowledge continuously changes—this would still make 
synchronic listing possible—but also because listing knowledge is a form of expressing knowledge, 
and, similarly to what we have seen in relation to aesthetic meaning, this is not a one-to-one process 
when applied to a complete set of knowledge. Determining a common set of knowledge between two 
individuals can therefore only be done approximately or in the form of a theoretical model. This 
doesn’t have to be a practical problem, though, because for practical cases, the set of knowledge that is 
relevant in the determination of a culture can be limited to very specific elements. 
 
But even if one would limit the relevant set of knowledge, as soon as three or more individuals are 
involved, the set of common knowledge shared by all the members of the population decreases 
quickly and considerably. There might be no relevant element of knowledge489 that is shared by all of 
                                                
487 The sentence “Colorless green ideas sleep furiously” was composed by Noam Chomsky as an example of a sentence that 
is grammatical yet nonsensical (Noam Chomsky,  Syntactic Structures. Mouton de Gruyter, 1957, p. 15). 
488 More precise would be to say that a common aesthetic culture belongs to the aesthetic universes of those people. 
489 The elements of knowledge can be conceptual as well as procedural (e.g. knowledge of ritual procedures). Moral values 
are here, for the sake of simplicity, also considered as knowledge. When a moral value belongs to a culture, there is a shared 
knowledge of the value of moral judgment (appreciation or condemnation) of certain procedures within the culture. Elements 
of knowledge may be individual concepts or propositions, but also larger combinations of both, and also complete procedure 
(rituals, habits,…). 
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them. In a population of three individuals, the set of knowledge shared between the three members 
will probably be smaller (in any case never larger) than the sets of knowledge shared between every 
couple of them. In example 7.4 the set of knowledge shared between all three is contained in zone 3; 
the knowledge only two members of the population share, is represented in zones 2. Zones 1 contain 
knowledge that is possessed by one member of the population only; the latter contain what I call 
idiosyncratic knowledge. 
 
 
 
Example 7.4: Shared knowledge for three individuals. 
 
 
The culture of the population of three is the set of all knowledge contained in zones 2 and 3. Each 
element of knowledge in those zones has a cultural weight that is equal to one less than the number of 
individuals in the population possessing that knowledge (in Example 7.4 the cultural weight of 
knowledge in zone 2 = 1; in zone 3 = 2). This way, idiosyncratic knowledge is excluded from the 
culture (it has no cultural weight). 
 
Let us consider the model case of 12 relevant elements of knowledge contained in a population P 
(consisting of at least 11 individuals), as shown in Example 7.5. The cultural weight of an element e of 
knowledge is one less than the number of people in the population that know e. Elements known by 
many people of the population have a higher cultural weight (e.g. element 6 in Example 7.5 has the 
highest cultural weight (10) because it is known by 11 people). Element 1 is known by only one 
person of the population (i.c. individual a). Its cultural weight is 0. It is idiosyncratic knowledge and is 
not part of the culture of population P.490 The culture C of the population P (C) is shown as the dark 
grey area in example 7.6 a. 
 
 
cultural element 1 2 3 4 5 6 7 8 9 10 11 12 
cultural weight 0 4 5 1 9 10 8 3 7 9 8 1 
individual a x x   x x x   x x  
 
Example 7.5: The twelve cultural elements of knowledge in culture C and their cultural weight .  
All elements of knowledge possessed by individual a are indicated with a cross (x). 
 
 
There will hardly ever be an individual that possesses all the knowledge of a culture of a large 
population. Still it is possible to determine how well the individuals fit in the culture. In other words, 
                                                
 
490 This model is a simplification where the weight added by each member is the same. In reality, the weight added by an 
individual to cultural elements depends on that person’s cultural authority. The ideas of highly respected artists, for instance, 
add more cultural weight. 
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we can determine, at least theoretically491, any individual’s cultural congruence (more precisely the 
cultural congruence of the individual’s knowledge) with a culture. Take for instance individual a, who 
knows elements 1, 2, 5, 6, 7, 10 and 11 (see Example 7.5). The cultural congruence of individual a 
with culture C is shown as the light grey area in Example 7.6 b.492 For every element of culture C 
known by individual a, the light and dark areas overlap. All the cultural knowledge not known by 
individual a is shown in dark grey in example 7.6 b. The smaller the surface of the dark area is, the 
higher the cultural congruence an individual’s knowledge with a culture. An individual’s knowledge 
may be very congruent with one culture and at the same time highly incongruent with a different 
culture. Individuals whose knowledge is highly congruent with one and the same culture are said to 
belong to the same culture. 
 
 
 
Example 7.6 a: Model of the culture (C) containing 12 elements of knowledge. 
 
 
 
 
Example 7.6 b: Cultural congruence of knowledge of individual a (light) with culture C (light & dark).  
 
 
Although, as was discussed above, the meaning of an aesthetic idea behind a score or performance is 
different from individual to individual, people belonging to the same culture will usually possess 
                                                
491 In practice, cultural congruence is only determined intuitively. We have an intuitive idea of how well we (or someone 
else) fit in a given culture, and we may perceive an immediate culture shock when we are confronted with a culture with 
which we have very little cultural congruence. 
492 Note that the individual’s cultural congruence is not the same as the weight of his or her knowledge within the culture 
(which is, in this case, 1 for every element of the individual’s knowledge). The individual’s cultural congruence is 
determined by multiplying the unit (1) of each element of the individual’s contribution to the culture (each of his or her 
elements of knowledge) by the cultural weight of the element within the culture. 
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similar codes for artistic communication, and will, as a result, create and develop similar meaning for 
a particular score or performance, as long as the aesthetic idea of the piece or performance can be 
situated within the shared culture. There will in that case be common elements in the meaning of the 
different individuals. The stronger and more extended these common elements are, the more similar 
the meaning of the piece of music will be for individuals who are acquainted with the elements of the 
relevant meaning of the score or performance. This acquaintance is the result of acculturation. When 
we perform scores or hear performances that are considered conventional within our culture, we have 
no problems to attach meaning to the score or performance that is very likely to be similar to the 
composer’s or performer’s expressed meaning. This is, for instance, generally the case when 
Westerners perform or hear tonal music belonging to the common practice of their Western culture, 
where, for instance, minor scales are commonly associated with sadness. This means that there is a 
connection between the culture members’ concepts of ‘minor scale’ and ‘sadness’. ‘Sadness’ (and all 
its connections to individual emotional knowledge) is an element of the meaning of the concept ‘minor 
scale’ of most tonally acculturated subjects; not just the subject’s concept ‘sadness’, but the entire 
cerebral activity related to ‘sadness’ (the concept being highly influenced by that activity). It is this 
commonality that enhances the strength of musical communication of pieces of music. Such pieces 
stay within “a tonal universe where [the score or performance] is accessible to us in all its warmth and 
charm”493, as Leonard Bernstein put it. Similarity of meaning is the only thing we can strive for if we 
want to understand the intentions of a composer or performer. This similarity can be improved by the 
acquisition of additional information about the composer’s or performer’s aesthetic universe, 
intentions, life, and culture, resulting in what is called ‘informed performance’ and ‘informed 
listening’. 
 
Not all artists stay within Bernstein’s “warm and charming” safe boundaries of existing and 
established culture, however. Some artists—the “true artists”494 according to Arnold Schoenberg—
consciously or (more often) unconsciously operate at the borders of the prevailing culture or radically 
venture into regions of their aesthetic universe far removed from the culture they belong to; the 
regions that I call the idiosyncratic part of the aesthetic universe. These are regions or territories of 
knowledge that are specific for the individual artists and that lie beyond the borders of the existing 
cultural space (see Example 7.7). Note that what may be idiosyncratic knowledge in relation to one 
culture may be cultural knowledge for another culture. 
 
 
 
 
Example 7.7: Aesthetic universe and culture within an artist’s web of knowledge.  
The idiosyncratic part of the aesthetic universe is the area that belongs to  
the aesthetic universe but not to the aesthetic culture of an individual. 
 
 
 
                                                
493 Leonard Bernstein, The Unanswered Question, Six Talks at Harvard, Harvard University Press, 1976, p. 307 [my italics]. 
494 ‘True artists’ may also be defined as artists whose aesthetic universe coincides with their complete set of knowledge, as 
was discussed before. 
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Artists are not always aware of the fact that their artistic practice involves the expression of knowledge 
belonging to the idiosyncratic part of their aesthetic universe. To use the words of Arnold Schoenberg: 
 
[T]he young artist does not know himself; he does not yet sense wherein he is 
different from the others, different above all from the literature. He still adheres 
generally to the precepts of his education and is not able to break through it 
everywhere in favour of his own inclinations. He does not [consciously] break 
through; where there is breakthrough he does not know it. He believes that his 
work is at no point distinguishable from what is generally found to be in good 
art; and all of a sudden he is violently awakened from his dream, when the harsh 
reality of criticism makes him aware that somehow he is not really so normal 
after all, as a true artist should never be normal: he lacks perfect agreement with 
those average people who were educable, who could commit wholly to the 
Kultur.495 
 
By leaving the familiar territory of prevailing musical aesthetics, musicians venture a quest on the 
untrodden “paths to new music” (“Der Weg zur neuen Musik”), as Anton Webern called it. “New 
music”, Webern said, “is the one that has never been said”496, music that expresses aesthetic ideas 
belonging to the idiosyncratic regions of the artist’s aesthetic universe. “True artists”, in the 
Schoenbergian sense, composers as well as performers, operate to an important extent in these 
idiosyncratic regions. Sometimes there may be an important gap between those idiosyncratic aesthetic 
regions and culturally accepted aesthetics. Gustav Mahler said: “Everything I write is too strange and 
new for the listener, who cannot find a bridge to me.”497 Expression of ideas belonging to these 
idiosyncratic territories opens up totally ‘new worlds’ of ideas in the process of artistic 
communication. This is how Pierre Boulez can be understood when he claims that Webern was 
“essentially on a conquest of a new world”498. New worlds of this kind often abide by laws that are 
different from the prevailing aesthetic laws, and, once accepted by a culture, the ideas contribute to the 
development of the culture, create musical paradigm shifts or even sometimes cause complete 
aesthetic revolutions.  
 
The task of the budding artists is to discover their own aesthetic universe (even to find out whether 
they do have a personal aesthetic universe!) in order to avoid becoming an epigone. The ideas and 
theories of others may help in this process, but should not be copied unless existing laws of the others’ 
universes turn out to apply to the personal universe. This is of course possible. There can be 
similarities between the individual and distinct aesthetic universes of different artists (possibly caused 
by (cultural) upbringing, development and influence)499, just like parallel physical universes would 
most probably show similarities in the laws that govern them. There is however a difference between 
constructing an aesthetic universe based on an existing example (like epigones do) and the adoption of 
existing laws that appear to apply in the newly discovered, explored and developed aesthetic universe 
of the budding artist. Marcel Danesi describes this creative force as follows:  
 
[T]here are creative forces constantly at work in individual human beings. The 
Neapolitan philosopher Giambattista Vico (1688-1744) termed these fantasia 
and ingegno. The former is the capacity that allows human beings to imagine 
literally anything they desire freely and independently of biological or cultural 
                                                
495 Arnold Schoenberg, Theory of Harmony, translated by Roy E. Carter, Faber & Faber, 1983, p. 400 [Schoenberg’s italics]. 
496 “Neue Musik ist jene, die nie gesagt wurde”. Anton Webern (reedited by Willi Reich), Der Weg zur Neuen Musik, 
Universal Edition, 1960, p. 12. 
497 Gustav Mahler in: Herbert Killian (ed.), Gustav Mahler in der Erinnerungen von Natalie Bauer-Lechner, Karl D. Wagner 
Verlag, 1984; quoted in Constantin Floros, Gustav Mahler, The Symphonies, Breitkopf & Härtel, 1985, translated by Vernon 
& Jutta Wicker, Amadeus Press, 1993, p. 21. 
498 “…essentiellement à la conquête d’un monde nouveau”. Pierre Boulez, Relevés d’apprenti, Editions du Seuil, 1966, p. 19 
[my translation].  
499 As described in: James Joyce, A Portrait of the Artist as a Young Man (B.W. Huebsch (New York), 1916). This book 
describes the development of Stephen Dedalus from childhood to maturity and the way his (catholic) upbringing and his 
interest in art and literature formed and influenced his aesthetic universe and made him into an artist. 
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processes; it is the creative force behind new thoughts, new ideas, new art, new 
science, and so on. The latter is the capacity to convert new thoughts and ideas 
into representational structures—metaphors, stories, works of art, scientific 
theories, etc. So, although human beings are indeed shaped by the cultural 
system in which they are reared, they are also endowed with creative faculties 
that allow them to change that very system.500 
 
Semantics is the link between concepts as part of a cultural denotative network and a cultural 
procedure of encoding and decoding, and is therefore part of the communicative process. Although the 
aspect of semantics is limited in musical communication, there are culturally determined semantic 
elements in music too. In ‘Western’ musical culture, for instance, many aspects of the tonal idiom 
have semantic functions. Minor and major modes are typically linked to communication of specific 
emotional concepts. Indeed, for tonally acculturated people it is hard and sometimes sheer impossible 
not to attach certain (often emotional) concepts to music in minor or major mode, in the same way as 
it is hard or impossible for people who are familiar with a language not to make semantic connections 
between words they hear and verbal concepts in their minds. If Schoenberg wanted to express himself, 
yet wanted to be misunderstood, as was mentioned before, he had to avoid all possible associations of 
his music with existing semantic connections. Avoidance of tonality was therefore necessary for him. 
One may, of course, justly wonder why Schoenberg repeatedly resorted to linguistic texts and didn’t 
restrain to purely instrumental music. 
 
 
 
7.4 Artistic practice and artistic research 
 
It is not only possible for artists to express (the meaning of) ideas belonging to their aesthetic universe, 
but also to explore that aesthetic universe. The conscious and deliberate exploration of the artist’s 
aesthetic universe is how I define artistic research. Edwin Hubble’s claim: "Equipped with his five 
senses, man explores the universe around him and calls the adventure Science"501 can in the present 
context be restated as: “Equipped with reason and imagination, the artist explores the aesthetic 
universe within and calls the adventure artistic research.” 
It is obvious that, since the artists alone have unmediated, direct access to their own aesthetic universe, 
artistic research can only be performed by the individual artists themselves. It can happen within the 
cultural boundaries of the artist’s aesthetic universe as well as across those cultural borders, in the 
idiosyncratic part, and it is aimed at gaining new knowledge about the aesthetic universe. When the 
new knowledge thus generated is situated entirely within an existing culture, it enlarges cultural 
knowledge or may lead to changes in existing knowledge. Sometimes, however, it is only after taking 
some distance, by leaving the familiar cultural territory, that certain facts about this familiar territory 
become clear, and that (sometimes short-sighted) misconceptions get exposed; misconceptions that 
may result from “the slovenliness of tradition”502. Artistic research therefore often happens in the 
idiosyncratic regions of the artist’s aesthetic universe, or it can require or cause the extension of an 
aesthetic universe. It is in the latter two cases that the artist-researcher leaves the safety of familiar 
territory behind and ventures the experimental503 quest on new and potentially perilous504 untrodden 
paths of musical aesthetics, explores new aesthetic worlds, and seeks out new artistic possibilities. 
 
                                                
500 Marcel Danesi, Messages, Signs, and Meanings: A Basic Textbook in Semiotics and Communication Theory, Canadian 
Scholar’s Press Inc., 3rd edition, 2004, p. 42.  
501 Edwin Powell Hubble, The Nature of Science, and other lectures, Huntington Library Publications, 1954, p. 6. 
502 This refers to Mahler’s “Tradition is laziness” (see a.o. Kirk Ditzler, Tradition ist "Schlamperei": Gustav Mahler and the 
Vienna Court Opera, in: International Review of the Aesthetics and Sociology of Music, Vol. 29, N°1, 1998, pp. 11-28. 
503 For the elaboration of the experimental aspects of artistic practice and research, I refer to the chapter “A New Path to 
Music” which I contributed to the ORCiM Sourcebook on Artistci Experimentation (Bart Vanhecke, A New Path to Music: 
Experimental Exploration and Expression of an Aesthetic Universe, In: Darla Crispin & Bob Gilmore (eds.), Artistic 
Experimentation in Music: an Anthology. Leuven: Leuven Universtity Press, 2014, pp. 91-104). 
504 Perilous and experimental have a common Latin root (perire), referring to the risk of perishing. 
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7.5 The endophysical laws of an aesthetic universe 
 
Artistic practice and artistic research, as the exploration and expression of the artist’s personal 
aesthetic universe, usually results in the development of that aesthetic universe. An artist is therefore 
not just a creator of artworks, but also a creator (in the demiurgical sense) or developer of a universe, 
of which the artwork is ‘only’ an expression. In this aesthetic universe, according to Jonathan Harvey 
(although he does not use the term aesthetic universe), artworks are rather discovered through 
inspiration than created. In his words: 
 
Beethoven’s sketch books are perhaps the most eloquent witness to the idea of 
inspiration as a gradual, ‘clarifying’ process: in them we can trace the 
emergence not only of the themes but of entire structures, gradually becoming 
more and more crystalline. 
For composers who, like Beethoven, are inspired in this way, composition is 
perhaps less a process of creation than one of discovery.505 
 
In my opinion, composition (or artistic creation in general) is a combination of discovering the 
aesthetic universe and the possibilities of the aesthetic idea (and its connections with the procedures of 
musical encoding) through exploration on the one hand, and the development of the aesthetic universe 
through the expansion of the meaning of the aesthetic idea on the other, as part of a larger procedure of 
artistic expression. This comes close to what the Romanian-French playwright Eugène Ionesco may 
have meant when he wrote: “A work of art is, for me, the expression of an innate intuition that owes 
almost nothing to all others: by creating a world, by inventing it, the creator discovers it.”506  
 
Many writers and artists consider artistic practice as the creation of “a world”, as do Jonathan Harvey 
and Eugène Ionesco. Johannes Brahms expressed the idea of the artwork as “the creation of a world” 
in a letter of 1877 to Clara Schumann accompanying his transcription of Bach’s Chaconne for solo 
violin as follows: “The chaconne is in my opinion one of the most wonderful and incomprehensible 
pieces of music. Using the technique adapted to a small instrument the man writes a whole world of 
the deepest thoughts and most powerful feelings.”507  
 
Gustav Mahler sees the composer as an instrument in the process of artistic creation. In the context of 
his Third Symphony he wrote: “Try to conceive a work so vast, that in it the entire world is 
mirrored—one is, so to speak, only an instrument on which the whole universe plays… In such 
moments I no longer belong to myself.”508 Although during the process of composition a composer 
does indeed sometimes get the impression to be “a mere ‘vessel’ through which the piece passes”, as 
Stravinsky said about the composition of Le Sacre du Printemps509, the process is still executed by the 
composer, so it is still the composer who is the active creator. Jonathan Harvey notes in this respect: 
“The composer frequently becomes so absorbed in the piece of music that it begins, for him, to 
constitute a separate, self-sufficient world. This is proved by the way in which composers write that 
they ‘live in’ or ‘inhabit’ their music.”510 This feeling of “being absorbed” in the piece is the result of a 
complete concentration of the composer’s thoughts on the piece. It represents the creative activity 
called ‘inspiration’ or creative ‘flow’, which is the activation of the logic of thought of the aesthetic 
universe of the artist. Inspiration (or creative potential) is the ability of the artist to create rich and 
                                                
505 Jonathan Harvey, Music and Inspiration, Faber and Faber, 1999, p. 35. 
506 “Une œuvre d’art est, pour moi, l’expression d’une intuition originaire ne devant presque rien aux autres : en créant un 
monde, en l’inventant, le créateur le découvre.” (Eugène  Ionesco, Notes et Contre-Notes, nrf Gallimard, 1962, pp. 62-3 [my 
translation]).  
507 Quoted in: Josiah Fisk ed., Composers on music: eight centuries of writings, 2nd edition, Notheastern University Press, 
1997, p. 134 [my italics].  
508 Gustav Mahler, letter to Anna Bahr-Mildenburg, 18 July 1896, quoted in Jonathan Harvey, Music and Inspiration, p. 6 
[my italics]. 
509 “I am the vessel through which Le Sacre passed.” (Igor Stravinsky & Robert Craft, Expositions and Developments, 
University of California Press, 1959, p. 148). 
510 Jonathan Harvey, Music and Inspiration, p. 33 [my italics]. 
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consistent systems of links between concepts that comply with the inherent logic of their aesthetic 
universe. These links arise from cerebral activity that seems to have its own élan, that is not (entirely) 
controlled, and that therefore at times seems to be controlled by an autonomous aesthetic universe. It 
would therefore be better to say that, in inspirational moments, the composer no longer belongs to the 
physical, empirical world, but roams his or her aesthetic universe.  
 
Contrary to what the composers quoted above claim, I do not consider the artwork as a universe. I see 
the artwork rather as the expression of (ideas belonging to) “a universe of its own” (the aesthetic 
universe) than as the creation of a world or universe. In my opinion, the artwork is like “a satellite 
image” of the aesthetic universe that is transmitted to the mind of other individuals (or to their 
aesthetic universe) via the physical universe. Since the artist alone has direct access to his or her 
aesthetic universe, “images” of that universe in the form of artworks are the only vehicles through 
which an artist’s aesthetic universe can be made ‘accessible’ to other individuals. The artwork is thus 
like a wormhole connecting different aesthetic universes. 
 
Jonathan Harvey wrote: “Music […] must obey its own laws, not those of the everyday world.”511 If 
musical creation and performance are considered to be the expression of ideas belonging to an 
aesthetic universe, this claim may be rephrased as: the aesthetic universe of an artist obeys laws that 
are (or may be) different from the laws that govern the physical universe. Artworks are constructed 
according to laws that are different from those of the physical world. Umberto Eco states that this is 
often typical for contemporary art. He says: “whereas classical art introduced original elements within 
a linguistic system whose basic laws it substantially respected, contemporary art often manifests its 
originality by imposing a new linguistic system with its own inner laws.”512 According to Jackson 
Pollock, “new needs need new techniques, and the modern artist has found new ways and new means 
of making his statement. It seems to me that the modern painter cannot express this age—the airplane, 
the atom bomb, the radio—in the old forms of the Renaissance or of any other past culture. Each age 
finds its own techniques”513. 
 
I call the laws that govern an aesthetic universe the endophysical laws of the aesthetic universe. The 
prefix “endo-” stresses the fact that, although the laws of the aesthetic universe may be different from 
those of the physical world, they are no metaphysical laws. The aesthetic universe is not a 
metaphysical universe, since it is not beyond514 the physical world. An aesthetic universe, as a cerebral 
construction, is clearly a physical entity515, but at the same time it constitutes a world of a different 
kind, governed by laws that do not exactly apply to the external physical world. The laws of cerebral 
activity are physical laws, but they may lead to constructions that abide by their own internal laws or 
logic, much like a game, with its own internal logic, its own possibilities, and its own restrictions. 
Therefore I call the aesthetic universe an endophysical world516; it is a world that is metaphysical—
mystical, miraculous, transcendent, virtual— within the physical world. 
 
As was suggested above, the endophyscial laws of an aesthetic universe, and those of the artworks that 
result from it, may differ from the laws governing the physical universe. Charles Peirce phrased this as 
follows: “There is a great distinction between reasoning which depends upon the laws of the inner 
world and reasoning which depends upon the laws of the outer world”517. In his unfinished book The 
Musical Idea, where “for the first time an attempt is made to extract a musical logic from the facts of 
the musical technique of presenting an idea”518, Arnold Schoenberg states that art operates according 
                                                
511 Jonathan Harvey, Music and Inspiration, p. 141. 
512 Umberto Eco, The Open Work, translated by Anna Cancogni, Harvard University Press, 1989, p. 60. 
513 Jackson Pollock, opening statement of the 1987 Documentary Portrait of an Artist: Jackson Pollock, directed by Kim 
Evans. http://www.youtube.com/watch?v=4G5hQWPP74s&feature=player_embedded [last accessed: 28 December 2012]. 
514 The Greek “meta” means “beyond”. 
515 The human brain and cerebral activity are, after all, physical objects and processes. 
516 The aesthetic universe it is situated within (the Greek “endo” means “within, inside”) the physical universe. 
517 Charles S.Peirce, Of Reasoning in General (1895), in The Essential Peirce - Volume 2: Selected Philosophical Writings: 
(1893-1913) volume 2, Indiana University Press, 1998, p. 24. 
518 Arnold Schoenberg, The Musical Idea and the Logic, Technique, and Art of its Presentation, Patricia Carpenter & 
Severine Neff (translators and eds), Indiana University Press, 2006, p. 90. 
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to its own laws of logic, determined by musical technique: “[I]n art the meaning of what is called logic 
has to be somewhat modified, even though fundamentally the human mind is capable of only a single 
manner of thinking.”519 He stresses that “[a]rt is different from science”520, and “ideal and purely 
logical conclusions can claim no implications in an artistic realm”521. To illustrate this idea, let us have 
a look at the work of M. C. Escher and Panamarenko. 
 
The work of the Dutch graphic artist Maurits Cornelis Escher (1898-1972) features many so-called 
“impossible worlds” or “impossible constructions”, constructions that are impossible in the physical 
universe because they are not in accordance with some physical law. His famous litho Relativity (see 
Example 7.8) illustrates a world where the gravitational forces operate in three Cartesian spatial 
dimensions independently. The vertical gravitational force along one axis seems to have no influence 
on the objects and processes happening in the two superimposed spatial dimensions, where the other 
Cartesian axes are considered vertical. This is an impossibility in the physical universe, but not in 
Escher’s aesthetic universe. 
 
 
 
 
 
Example 7.8: M.C. Escher, Relativity 1953, litho. 
 
 
The second example concerns the aircraft, submarines, ships and other vehicles, such as Raven’s 
Variable Matrix (Example 7.9), created by the Flemish sculptor Panamarenko522. These are not meant 
to be mere artistic objects, elegant as they are. They have been engineered and technically designed by 
the artist in order to fly, float, or function in other ways, but, as a matter of fact, they don’t. None of 
Panamarenko’s vehicles function the way they are conceived. They are as helplessly clumsy, 
vulnerable, and weak in the physical world as Baudelaire’s Albatross on the deck of a ship.523 The 
laws according to which his works are designed don’t seem to be valid in the physical world, but are 
laws of his imaginative aesthetic universe.  
 
                                                
519 Arnold Schoenberg, The Musical Idea and the Logic, p. 103.  
520 Arnold Schoenberg, The Musical Idea and the Logic, p. 91. 
521 Arnold Schoenberg, The Musical Idea and the Logic, p. 106.  
522 Panamarenko is the pseudonym of Henri van Herwegen (°1940). 
523 See: Charles Baudelaire, L’Albatros, second poem in: Les Fleurs du Mal, Poulet-Malassis et de Broise, 2nd edition, 1861. 
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Example 7.9: Panamarenko, Raven's Variable Matrix, 2000 
 
 
I claim that even if the aesthetic universes of Escher and Panamarenko are different from the physical 
world, or from our own aesthetic universes or ideas, we can still appreciate their works because 
although their aesthetic universes obey laws that are different from those of the physical world, they 
are still recognizable. There is a similarity between the endophysical laws of Escher’s or 
Panamarenko’s aesthetic universes on the one hand, and the laws of the physical world we are 
acquainted with on the other. We can understand an artist whose aesthetic universe has a substantial 
resemblance with the “versions of the world”524 we are most familiar with, be it the physical universe 
or the parts of aesthetic universes that belong to our culture. This resemblance makes recognition 
possible, in the way that similarity in code makes understanding of a message possible. In artistic 
communication, as in all kinds of communication, similarity of code appears not to be sufficient for 
understanding. Similarity in the universes to which the message and the corresponding decoded 
message belong is also crucial. When messages belonging to the cultural part of an aesthetic universe 
are communicated, this resemblance is evidently present. It is only when artists express ideas 
belonging to the idiosyncratic part of their aesthetic universe that effective communication may 
become problematic, even if the code used is part of the culture of both addresser and addressee. In the 
latter case, effective communication is only possible if there is enough resemblance between the 
addresser’s aesthetic universe and the physical universe or cultural cerebral universes of the 
individuals involved in the process of communication. This is how I interpret Ionesco’s claim: “The 
artwork […] is not the image of the world; it is in the image of the world.”525 Again, I rephrase this 
                                                
524 For the idea of “versions of the world”, see Nelson Goodman, who claims that even physical worlds come in individually 
created versions: “For the man-in-the-street, most versions from science, art, and perception depart in some ways from the 
familiar serviceable world he has jerry-built from fragments of scientific and artistic tradition and from his own struggle for 
survival. This world, indeed, is the one most often taken as real; for reality in a world, like realism in a picture, is largely a 
matter of habit.” (Nelson Goodman, Ways of Worldmaking, Hackett Publishing Co, 1978 p. 20). See also David Lewis’s 
highly controversial idea of “modal realism, which holds that our world is but one world among many” (David Lewis, On the 
Plurality of Worlds, Blackwell Publishing, 1986, p. 2). According to Lewis, and in contrast to what Goodman claims, those 
worlds “are not of our own making” (David Lewis, On the Plurality of Worlds, Blackwell Publishing, 1986, p. 3). Aesthetic 
universes, on the other hand, are subjective (part of an individual’s knowledge and thinking) and “made” (developed) by the 
individual. 
525 “L’œuvre d’art répond […] au besoin de faire œuvre de création. […] Le monde ainsi créé n’est pas l’image du monde; il 
est à l’image du monde.” (Eugène  Ionesco, Notes et Contre-Notes, nrf Gallimard, 1962, p. 127 [my italics]. Virginia Woolf 
is reported to have said: “Art is not a copy of the real world. One of the damn things is enough” (quoted in: Nelson 
Goodman, Languages of Art, Hackett Publishing Company, 1976, p. 3). In contrast to the manifold worlds of modal realism, 
there are spatiotemporal relations between aesthetic universes and the physical “worlds”. If it is true that “[t]here are so many 
other worlds, in fact, that absolutely every way that a world could possibly be is a way that some world is” (see: David 
Lewis, On the Plurality of Worlds, p. 2), how much more does this apply to possible aesthetic universes.  
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claim into a statement that is of crucial importance for my entire artistic practice and research and for 
the present dissertation:  
 
The artist’s aesthetic universe is not the image of the world; it is in the image of the world. 
 
It is because of this resemblance or similarity between an artist’s aesthetic universe and the (physical) 
world that effective artistic communication is possible. Let us return to the examples of Escher and 
Panamarenko to illustrate this claim. Although Panamarenko’s Raven was designed in accordance 
with (endophysical) laws that differ from the laws of physics (and therefore doesn’t fly in the physical 
universe), it is recognizable because it resembles flying objects we encounter in our physical world 
(airplanes, birds, …). We might therefore imagine that the Raven would really fly in Panamarenko’s 
aesthetic universe if it were a physical universe, or if the raven were an endophysical object belonging 
to that aesthetic universe instead of a physical object. We could even claim that the aesthetic idea for 
which the Raven—as a physical object—is the sign vehicle, can actually fly in Panamarenko’s 
aesthetic universe. This requires the same voluntary suspension of disbelieve as is necessary in the 
appreciation of plays or movies; although we know plays and movies are not real, we are willing to 
believe they are real in the fictional world they depict and we understand them because of the 
resemblance with reality. Mutatis mutandis, a similar thing can be said about Escher’s litho Relativity. 
 
Umberto Eco describes the resemblance between the physical world and the world described in novels 
as follows: 
 
Fictional texts never take as their setting a world which is totally different from 
the one we live in, not even if they are fairy tales or science fiction stories. Even 
in such situations, if a forest is mentioned, it is understood that it should be 
more or less like the forests of our real world, where the trees are vegetal and 
not mineral, and so on. If by chance we are told that the forest consists of 
mineral trees, the notion of “mineral” and “tree” should be the same as in our 
real world.526 
 
Although resemblance between aesthetic universe and physical universe is necessary for artistic 
communication, I am convinced that the strength of an aesthetic universe—and the relevance of an 
artist—resides in the difference of its laws with those of the physical universe. Or, to quote Ionesco yet 
again: “what is the purpose of music if it is not the revelation of other laws?”527 The most interesting 
artists are, in my opinion (and, I suppose, also in Schoenberg’s opinion), those whose aesthetic ideas 
deviate to a certain extent from the culturally accepted, those who explore the idiosyncratic parts of 
their aesthetic universe. In Ionesco’s words: 
 
Renewing the language is renewing the conception, the vision of the world. 
Revolution is a change in mentality. All novel artistic expression is an 
enrichment that corresponds with a requirement of the mind, a broadening of 
the borders of the known reality: it is an adventure, it is a risk, it can therefore 
not be a repetition of a catalogued ideology, it cannot serve another reality than 
its own (because once it is expressed, it is already outdated).528 
 
 
Ionesco wrote that art “is an objective discovery in its subjectivity, […] a testimony of the way the 
world appears to the artist.”529 In the present context, this can be rephrased as: art is a testimony of the 
way the aesthetic universe appears to the artist, a reflection of the aesthetic universe in the physical 
                                                
526 Umberto Eco, Confessions of a Young Novelist, Harvard University Press, 2011, p. 79. 
527 “A quoi sert la musique sinon à être […] révélatrice d’autres lois?” Eugène  Ionesco, Notes et Contre-Notes, p. 85 [my 
translation]. 
528 Eugène  Ionesco, Notes et Contre-Notes, p. 85 [my translation]. 
529 “une découverte objective dans sa subjectivité, […] un témoignage de la façon dont le monde apparaît à l’artiste.” Eugène  
Ionesco, Notes et Contre-Notes, p. 84 [my translation]. 
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reality. This aesthetic universe is, in turn, influenced by, and connected to the physical world, since the 
artist exists in the physical world, and so does his or her aesthetic universe (as a conceptual world 
within the artist’s mind). In that sense, art is a testimony of how the world (or at least that virtual part 
of it) appears to the artist. Ionesco stresses the fact that the universe created by the artist has both 
objective and subjective aspects:  “[A]rtistic creation […] as a construction, as an autonomous 
universe, as a monument, becomes an objective reality, although, of course, it is subjectively 
interpreted.”530 He claims that this artistic testimony has objectivity “in its subjectivity”. 
 
 
The witness tells a story, or not even that; he exhibits how the facts appear to 
him. He tells the truth… a subjective truth of course. […] The witness […] tells 
how the world appears to his consciousness. But all testimony is a kind of re-
creation, or creation, since everything is subjective. We also know that 
subjectivities meet. Objective is, therefore, a consensus of subjectivities.531 
 
When knowledge belonging to an artist’s aesthetic universe is expressed, it results in facts in the 
physical world (the material object or procedure of the artwork) and in knowledge about those facts in 
the brain of the addressee. According to many authors there is at least a resemblance between the facts 
about the physical world (scientific truth) and the facts the aesthetic universe (aesthetic truth, the 
subjective truth referred to by Ionesco in the previous quote).  
 
From Nelson Goodman’s Languages of Art and subsequent works, a general 
view of the arts as contributing to the understanding and indeed to the building 
of the realities we live in emerges. Ultimately, in Goodman's view, art is not 
sharply divided, in goals and means, from science and ordinary experience. 
Paintings, musical sonatas, dances, etc. all are symbols that classify parts of 
reality for us, as do such things as scientific theories and what makes up 
common, ordinary knowledge.532  
 
Although, according to Stephen Davies, Monroe Beardsley criticizes Goodman’s conviction by 
arguing that “[r]ather than aiming at higher truths, artists bend the truth for the sake of aesthetic 
effect”533, many artists and writers attribute equal value to scientific and aesthetic truth. In Ways of 
Worldmaking, Nelson Goodman states: “The arts must be taken no less seriously than the sciences as 
modes of discovery, creation, and enlargement of knowledge in the broad sense of advancement of the 
understanding.”534 Ionesco backs this idea, claiming: “I don’t believe there is a contradiction between 
creation and knowledge, because the structures of the mind probably reflect the universal 
structures.”535 Samuel Coleridge puts it this way: “Poetry […has] a logic of its own, as severe as that 
of science; and more difficult, because more subtle, more complex, and dependent on more, and more 
fugitive causes”536. 
 
                                                
530 “[L]a création artistique […], en tant que construction, univers autonome [my italics], monument, devient une réalité 
objective, même si, bien sûr, elle est subjectivement interprétée.” (Eugène  Ionesco, Notes et Contre-Notes, p. 51 [my 
translation]. 
531 “Le témoin raconte une histoire, ou même pas ; il expose comment les faits lui sont apparus. Il dit la vérité… subjective 
bien entendu. […] Le témoin […] raconte donc comment le monde apparaît à sa conscience. Mais tout témoignage est une 
sorte de re-création, ou de création, puisque tout est subjectif. Nous savons aussi que les subjectivités se rencontrent. 
L’objectivité est donc un consensus des subjectivités.” Eugène  Ionesco, Notes et Contre-Notes, p. 94 [my translation]. 
532 Alessandro Giovannelli, Goodman's Aesthetics, on: http://plato.stanford.edu/entries/goodman-aesthetics/, p. 1 [last 
accessed: 28 February 2013], referring to Nelson Goodman, Languages of Art, Hackett Publishing Company, 1976. 
533 Stephen Davies, Musical Meaning and Expression, Cornell University Press, 1994, p. 9, referring to: Monroe C. 
Beardsley, In Defence of Artistic Value, Proceedings and Addresses of the American Philosophical Association, 52, 1979, pp. 
723-49. 
534 Nelson Goodman, Ways of Worldmaking, Hackett Publishing Co, 1978, p. 102. 
535 “Je ne crois pas qu’entre création et connaissance il y ait contradiction car les structures de l’esprit reflètent, 
probablement, les structures universelles.” Eugène  Ionesco, Notes et Contre-Notes, p. 85 [my translation]. 
536 Samuel Taylor Coleridge, Biographia Literaria; or Biographical Sketches of my Literary Life and Opinions, volume I, 
Rest Fenner, 1817, p. 4, also quoted in the commentary to Arnold Schoenberg, The Musical Idea and the Logic, p. 44. 
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Umberto Eco goes a step further, making a distinction between what he calls “encyclopedic truth” 
(physical truth), which is the subject of constant revision, and the indubitability of assertions 
belonging to aesthetic expression (aesthetic truth), in the following statement: 
 
So let me use the term ‘encyclopedic truths” for all those items of common 
knowledge that I learn from an encyclopedia (such as the distance of the Sun 
from the Earth […]). I take these pieces of information to be true because I trust 
the scientific community, and I accept a sort of ‘division of cultural labor’ by 
which I delegate specialized people to prove them. Yet encyclopedic assertions 
have limits. They are still subject to revision, since science is by definition 
always prepared to reconsider its own discoveries. If we keep an open mind, we 
must be ready to revise our […] beliefs about the Sun’s distance from the Earth 
as a result of new astronomical measurements. […] In contrast, the assertion 
‘Anna Karenina committed suicide by throwing herself in the path of a train’ 
cannot be cast in doubt.537 
 
This striking idea of the irrefutability of aesthetic truth is also defended by Arnold Schoenberg, who 
claimed: “in the work of art there are no mistakes, no false doctrines, and for that reason a work of art 
can never be refuted, whereas it is the sad fate of all human sciences that each new perception, 
discovery, or invention topples many older theories and assigns a new explanation to the fact.”538 
  
 
7.6 The T-formula and PC-formula as endophysical laws 
 
We have seen that an aesthetic universe may have its own laws, its own logic. Its laws may or may not 
apply to the physical universe. Its logic may contradict the rules of discursive reasoning but still be 
entirely plausible within an aesthetic universe. An aesthetic universe can, in other words, be a well-
structured thought system. Artists who possess a consistent and well-structured aesthetic universe and 
who are able to express the ideas belonging to that aesthetic universe in a clear and consistent way are 
for me the most relevant artists, no matter how deviant or idiosyncratic their aesthetic universe and its 
ideas are. The Canadian pianist Glenn Gould had views on interpretation of Bach and Mozart’s music 
that were very unlike—and sometimes even contradicted—prevailing ideas of historically informed 
performance. Yet, his unusual interpretations sounded totally convincing and acceptable to a large 
audience, because they represented the expression of well-thought-out and consistently structured 
aesthetic ideas. Not the performers who manage to approach the ‘perfect’ interpretation of a piece are 
in my opinion the most interesting musicians, but the ones who can give a clear expression of a highly 
original, well-structured and thoroughly developed aesthetic universe. I consider it my aim as an artist 
to ceaselessly try to approach this ideal through a combination of artistic creation and artistic research. 
The goal of my artistic research is to discover, articulate, understand and develop the endophysical 
laws of my own aesthetic universe. The tonality and consonance formulas developed in Part 1 are a 
result of this ongoing endeavor. They describe the concepts of tonality and consonance of my aesthetic 
universe, the way I perceive tonality and consonance, but also the way I hear, interpret, and judge 
existing music according to its degree of tonality and consonance. Even if the criteria my concepts of 
tonality and consonance are based on (diatonicity in the case of tonality and frequency ratios in the 
case of consonance) may be controversial, they are as true for my aesthetic universe as Newton’s laws 
of gravitation for the physical world we live in.539 That means, of course, that they are never exact. In 
the first of his lectures on The Character of Physical Law Richard Feynman said:  
 
                                                
537 Umberto Eco, Confessions of a Young Novelist,  pp. 89-90. 
538 Arnold Schoenberg, The Musical Idea and the Logic, p. 103.  
539 We even saw that my law of gravitational pull of simple frequency ratio intervals is not unlike Newton’s law of universal 
gravitation (see Section 4.4.5). 
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Einstein had to modify [Newton’s law of gravity], and we know it is not 
quite right yet, because we still have to put the quantum theory in it. That is 
the same with all our other laws—they are not exact. There is always an 
edge of mystery, always a place where we have some fiddling around to do 
yet. This may not be a property of Nature, but it certainly is common to all 
laws as we know them today.540  
 
The formulas developed in Part 1 too will have to be revised if cases are observed where they proof 
not to be appropriate or accurate, or if my own subjective perception and understanding of tonality and 
consonance would evolve or suddenly change. 
 
Although my aim is not to achieve knowledge about the physical universe but about my own aesthetic 
universe, the laws I developed prove not to be in contradiction with those of the physical world. There 
is clearly a resemblance between my aesthetic universe and the world around me. My aesthetic 
universe appears to be “in the image of the [physical] world”. Pitch class sets with a high degree of 
tonality or prime consonance, according to my formulas, are not perceived as highly tonal or 
consonant to me alone, but seem to apply to music that is generally considered (highly) tonal and 
consonant by other members of the Western tonal culture.  The method for tonality analysis developed 
on the basis of the T-formula appears to fit the historical evolution of tonal music as it was written 
over the centuries. Even if the T-formula is not a physical law, the music of other composers appears 
to abide by it. This proves that my subjective perception of tonality resembles the way other members 
of the aesthetic culture I am part of perceive tonality. In other words, although my research is not in 
the first place ‘scientific’ (in the sense of describing the physical world), it is not merely ‘endo-
scientific’ either. It attempts to be ‘trans-scientific’, bridging the gap between my aesthetic universe on 
the one hand, and the physical universe and other aesthetic universes on the other. 
Finally, I am aware of the fact that the formulas describing the laws of my aesthetic universe are 
highly technical and mathematical and have an apparent aspect of objectivity. This does not mean, 
however, that aesthetics is a cold and objective science to me. I try to describe my aesthetic universe in 
a manner similar to the way Richard Feynman so wonderfully approached physics. In his lectures, 
interviews, and writings, he passionately talked about the beauty of physics in a philosophical and at 
times almost poetic way, expanding the relevant meaning of scientific ideas to the poetic level. My 
aim is to expand the relevant meaning of the poetic aspects of my aesthetic universe to the (endo-) 
scientific level. This is indeed a process of expanding, not of narrowing down, since in it the poetic 
level is not replaced but complemented by the scientific level, and thus potentially amplified.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                
540 Richard Feynman, The Character of Physical Law, Penguin Books, 1992, p. 33. 
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Part 3 
The Elements Project 
Description of artistic output 
!
!
Chapter 8. General description of the Elements Project  
 
 
8.1 Introduction: aim of the Elements Project  
 
Part 1 resulted in the construction of two formulas to determine the degrees of tonality and prime 
consonance of pitch class sets belonging to any set class. Part 2 provided an explanation of how these 
formulas represent or describe two of the endophysical laws of my aesthetic universe. Many of the 
ideas expressed in my music belong to the idiosyncratic part of my aesthetic universe, requiring a 
technique and idiom that is highly atonal and dissonant. This idiosyncratic part of my aesthetic 
universe is explored in Parts 1 and 2; these parts represent the ‘space probe’ necessary for the 
exploration of my aesthetic universe in order to make the expression of its ideas possible. At the same 
time the endophysical laws of my aesthetic universe developed in Parts 1 and 2 are themselves also 
aesthetic ideas—ideas the meaning of which can be expressed in composition. The CIG-technique 
with which I express (the meaning of) my aesthetic ideas is a procedure (procedural knowledge) as 
well as an aesthetic idea (conceptual knowledge) that is part of the aesthetic message I attempt to 
convey. The different ideas (conceptual and procedural) cannot be separated. Indeed, as was discussed 
in Section 7.1, in art, what is communicated is as important as how it is communicated. Therefore, the 
preceding theoretical parts (Part 1 and 2) are also part of the meaning of the ideas that I express in the 
compositions that constitute the artistic output of my research.  
 
The core of the artistic output of the present research is formed by three orchestral pieces that express 
the what and the how of my aesthetic universe, and that illustrate three phases of my research: the 
initial situation at the start of the research, the intermediate situation with its provisional results, and 
the final situation implementing the adapted CIG-technique: general CIG-serialism.  
 
The three orchestral pieces—Danse de la terre (2010), Danse du feu (2012) and Danse de l’eau et de 
l’air (2014)—are ‘dances’ representing or expressing541 the four metaphorical Empedoclean elements 
(earth, water, air and fire) that stand for different aspects of my aesthetic universe and together 
encompass this aesthetic universe in its entirety. They are in this way synecdoches for the whole of my 
aesthetic universe in the way the four Empedoclean elements stand (or stood) for the complete 
physical universe. The four elements of my aesthetic universe are not the same as the physical 
elements that constitute the physical world we live in, but their endophysical counterparts that are (at 
most) in the image of the elements of the physical world. The aim of the artistic output of the present 
research was to express these aspects—the four elements of my aesthetic universe—in a non-verbal 
way. Hence the title of the project: the Elements of an Aesthetic Universe Project, or short: the 
Elements Project. 
 
                                                
541 Davies would say that the dances of the Elements cycle do not represent the elements of my aesthetic universe, they 
express the complete meaning of the concepts of those elements that belong to my aesthetic universe (see Stephen Davies’ 
“Argument against Musical Representation”, in Steven Davies, Musical Meaning and Expression, Cornell University Press, 
1994, pp. 79-81). 
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Mahler is reported to have said that “a symphony should be like the world: all encompassing”542. On 
the other hand, Mahler also wrote in a letter from 1904 to Bruno Walter: “Music represents the whole 
human being—feeling, thinking, breathing, suffering.”543 A combination of both statements can be 
interpreted as meaning that a symphony should be the expression of the artist’s complete aesthetic 
universe. In that sense my orchestral cycle on the Empedoclian elements may be called ‘symphonic’ in 
the Mahlerian sense; each dance expressing one ‘element’ (or two in the case of Danse de l’eau et de 
l’air) of my aesthetic universe.  
 
The meaning of the aesthetic ideas expressed in the three orchestral dances of the Elements Project 
consists for the most part of non-verbal concepts (non-verbal ideas), and can therefore not be 
expressed in words. Still it is possible to give a rough impression of some of the ideas related to the 
pieces, albeit in a rudimentary and non-comprehensive manner: Danse de la terre expresses the idea of 
the (endo-)physicality of my aesthetic universe—matter (earth) as material existence—and by 
extension it expresses existing in general. Danse du feu is an expression of the idea of the 
endophysical processes governed by my aesthetic universe’s laws of tonality and consonance. It is an 
expression of the idea of endophysical becoming. Together with Danse de la terre, this second dance 
expresses all that exists: matter and material processes. Danse de l’eau et de l’air, in turn, expresses 
the elusiveness entailed by matter and material processes: impermanence, time and temporality, 
transience, the fact that what exists could as well not have existed. It is about the contingency of being. 
One might also say that Danse de la terre expresses the aspect (or concept) of ‘mass’, Danse de l’eau 
et de l’air the aspect of ‘time’ and Danse du feu the aspect of ‘energy’ in my aesthetic universe. 
 
Reference was made before to the poetic way in which Richard Feynman approaches physics.544 The 
idea of blending scientific and aesthetic (poetic) thought reaches its zenith in the work of the French 
philosopher of science Gaston Bachelard (1884-1962). Many of Bachelard’s works address the poetic 
dimension of the aspects of science, which he coincidentally also relates to the four Empedoclian 
elements. This is the case in such works as La psychanalyse du feu (1938), L’eau et les rêves (1942), 
L’air et les songes (1943), and La terre et les rêveries de la volonté (1948). In these works (and in 
many others) he freely links countless sources of literature with ideas that belong to the fields of 
sciences and psychoanalysis. One might even claim that Bachelard’s “rêveries” represent an approach 
of free association in the Freudian psychoanalytical sense. The Elements Project—and as a matter of 
fact the entirety of the research described in the present text—does the opposite: starting from an 
aesthetic perspective, it integrates scientific elements; whereas Bachelard applies ideas from aesthetic 
universes (not just his own) to the physical world, the Elements Project borrows ideas belonging to 
science(s) in order to explore and express my own aesthetic universe. 
 
Although the three orchestral dances are self-contained pieces that can be performed independently, 
together they form a trilogy, a cycle that can be performed as three movements of a single symphonic 
piece. In that case, for reasons of overall structure, the pieces should be performed in the following 
order: first Danse de la terre, then Danse de l’eau et de l’air, and finally Danse du feu. When 
performed as a cycle in this order, the size of the orchestra increases with every piece, as shown in 
Example 8.1. 
 
title woodwinds brass percussion strings total 
Danse de la terre 3-3-3-3 6-3-2-1 5 perc - 1 pno 9-9-9-9-9 75 
Danse de l’eau et de l’air 4-3-4-3 4-3-3-1 4 perc - 1 pno - 1 harp 12-12-10-8-6 79 
Danse du feu 4-4-4-4 4-4-3-1 6 perc - 1 pno  -1 harp 16-14-12-10-8 96 
 
Example 8.1: Increasing size of the orchestra in the three orchestral dances of the Elements Project. 
                                                
542 “Die Symphonie muss sein wie die Welt. Sie muss alles umfassen“. Gustav Mahler in a conversation with Jean Sibelius. 
Quoted in: Andrew Barnett, Sibelius, Yale University Press, 2007, p. 185. 
543 Herta Blaukopf (ed.), Gustav Mahler Briefe: 1879-1911. Rev. and enl. Ed. Publications of the International Gustav 
Mahler Society, Vienna/Hamburg, 1983. Quoted in: Constantin Floros, Gustav Mahler, The Symphonies, Breitkopf & Härtel, 
1985, translated by Vernon & Jutta Wicker, Amadeus Press, 1993, p. 12. 
544 See Section 7.6. 
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Each of the three orchestral works in the Elements Project is complemented by one or two works for 
smaller ensembles or solo instrument (see Example 8.2 below), each exploring an additional aspect of 
the research. Danse de la terre is complemented by the ensemble piece Le sourire infini des ondes 
(2009),  Danse du feu by the piano quartet Un souffle de l’air que respirait le passé (2011), and Danse 
de l’eau et de l’air by the two piano pieces A l’image du monde…originel (2012) and A l’image du 
monde…double (2013). Note that, in every phase, the composition of the complementary pieces 
precedes that of the orchestral piece they accompany; in a way they are preparative studies for the 
orchestral piece they complement. Each phase in the Project is discussed in greater detail next. 
 
 
Phase Orchestral works Complementary pieces 
Phase 1 (initial situation) Danse de la terre (2010) Le sourire infini des ondes 
(2009) (ensemble) 
Phase 2 (intermediate results) Danse du feu (2012) Un souffle de l’air que respirait 
le passé (2011) (piano quartet) 
Phase 3 (final outcome) Danse de l’eau et de l’air 
(2014) 
A l’image du monde…originel 
(2012) (piano) 
A l’image du monde…double 
(2013) (piano) 
 
Example 8.2: Pairing of orchestral works and complementary pieces within the Elements Project. 
 
 
8.2 Phase 1: Danse de la terre and Le sourire infini des ondes 
 
The first orchestral work in the Elements-cycle, Danse de la terre, was commissioned by the Festival 
of Flanders and was first performed by the National Orchestra of Belgium on 10 September 2010 in 
the Henry Lebœuf Hall of the Paleis voor Schone Kunsten in Brussels during the KLARA festival and 
Festival of Flanders. The performance was live broadcast on KLARA (Flemish National Classical 
radio). The work illustrates the initial situation (phase 1) of my research. It is written with the original 
technique of CIG-serialism, as it was prior to the assessment and further development that was the 
subject of the theoretical part of my doctoral research. 
 
Danse de la terre could be interpreted as a slow waltz, although the only element the piece has in 
common with a waltz is the fact that it is written in three-four time throughout (there are no changes in 
time signature). It is a dance of the earth at different levels: a dance of the element earth, the earth as 
raw material (and thus related to the primitive Danse de la terre in Stravinsky’s The Rite of Spring 
(1913)), but it can also represent the motion of the Earth around the sun from two angles: if we look at 
the earth from a position outside the solar system, we witness a slow, elegant cyclic movement around 
the sun, like a very slow dance of one revolution per year, but when we bear in mind the fact that the 
earth weighs a sloppy 6 x 1021 tons and moves at more than 100,000 kilometers per hour, every 
romantic connotation quickly disappears. Danse de la terre evokes both images simultaneously 
(‘blending’ of interpretations, in other words). 
 
There might be a connection between Danse de la terre and Gustav Mahler's Das Lied von der Erde 
(1908-1909). Theodor Adorno claims that, as a result of the integration of Chinese poetry into a 
Western Romantic symphony, Das Lied represents a pseudomorph545 that Mahler used as a ‘false 
form’ or mask for his “Jewishness”546 to hide his lack of worldly ‘roots’, and obtain an ‘effect of 
alienation’ 
                                                
545 Theodor W. Adorno, Mahler: Eine Musikalische Physiognomik, 1960, in Die Musikalischen Monographien, Suhrkamp, 
1997, p. 291. The concept of pseudomorph is used in mineralogy to indicate “a mineral having the characteristic outward 
form of another species.” (Merriam-Webster’s Collegiate Dictionary). 
546 “Pseudomorphose ist dieser Osten auch als Deckbild von Mahlers jüdischem Element.“ Theodor W. Adorno, Mahler: 
Eine Musikalische Physiognomik, 1960, in Die Musikalischen Monographien, Suhrkamp, 1997, p. 291. 
 200
(Verfremdungseffekte)547. Danse de la terre, on the other hand, may be interpreted as an expression of 
attachment to the physical world, to ‘the earth’. “According to Claude Lévi-Strauss, through music we 
become conscious of the physiological roots of our being.”548 Are not both works then about the 
transcendent sublimity of earthly beauty? Does the claim that "there must be more between heaven 
and earth" not grossly underestimate the inherent transcendence (a contradiction?) of the physical 
world? As if the physical world as it is would be ‘incomplete’. As if mysticism would not be possible 
without metaphysics. Danse de la terre is a manifesto for the revaluation of physical reality and our 
total commitment to that endophysical reality. That way, the earth is a synecdoche for everything that 
exists. The earth with its beauty and its horror, that's what we are. 
 
The numbers 3, 6 and 9 play an important part in the structure and orchestration of Danse de la terre. 
The instrumentation consists of groups of three, six or nine instruments: three flutes, oboes, clarinets, 
bassoons and trumpets, two trombones and one tuba (forming a group of three low brass instruments), 
six horns, five percussions and one piano (six together). Within the percussion instruments there are 
six gongs, and three of several instruments (three bass drums, three brake drums, …), and finally nine 
instruments in each group of the string quintet. There is clearly a shift in balance towards the low 
instruments within the string group with its nine double basses. 
 
The piece has three sections of 80 bars each. In each section one instrumental group stands out: the 
first section starts with the nine solo-violas in a nonet, in the second section the three clarinets play the 
prominent part, and the third section has the six horns as its protagonists. 
 
The instruments within the woodwind section are deliberately limited to their standard instruments: 
flutes but no piccolo’s, alto flutes, or bass flutes; oboes, but no English horns or oboe d’amore, 
clarinets in B flat, but no other clarinets or bass clarinets, bassoons, but no double bassoons. Danse de 
la terre explores the possibilities of the woodwinds whilst limiting the instruments employed. To 
enhance the tone colour possibilities of the clarinets in their solo section (the beginning of section 2), 
they are requested to play with their bell on a kettledrum (bell on timp) and to modulate the tone by 
pressing and depressing the kettledrum’s pedal (see Example 8.3). 
 
 
 
Example 8.3: Beginning of section 2 (bars 81 to 83) of Danse de la terre  
with three solo clarinets playing with their bells on a kettle drum. 
 
 
Le sourire infini des ondes, the complementary piece to Danse de la terre, is written for an ensemble 
or nine performers and was commissioned in 2009 by the Spectra Ensemble. It was first performed by 
this ensemble in the Academiezaal (Academy Hall) in Sint-Truiden (Belgium) on 12 May 2010 and in 
the concert hall of De Bijloke in Ghent (Belgium) the next day.  
                                                
547 Theodor W. Adorno, Mahler, p. 291. 
548 Eero Tarasti, La Musique et les Signes, L’Harmattan, 2006, p. 131 [my translation]. 
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The piece is scored for bass flute, bass clarinet in B flat, horn in F, percussion (1 player), piano, and 
string quartet. The choice for low woodwinds reflects the shift towards the low instruments in the 
string section of Danse de la terre. The percussion instruments are restricted to metal instruments 
(different kinds of cymbals, tam-tams and gongs). This corresponds with the restriction of the 
woodwind section in Danse de la terre. The parallel between the two pieces is drawn further with the 
addition of a kettledrum: the kettledrum in Le sourire infini des ondes is never played on the skin 
(compare with the kettledrums used as a resonator for the clarinets in Danse de la terre); it is only 
struck on the kettle or used to modulate the sound of the 12” Chinese opera cymbal placed on the skin 
of the kettledrum (see Example 8.4 a & b). In addition, the wind instrument players and pianist play a 
triangle in the middle section of the piece (bars 69-83). 
 
 
 
 
Example 8.4 a: Percussion part of Le sourire infini des ondes (bar 101-102). 
 
 
Example 8.4 b: Notation of pedal positions for kettledrum in Le sourire infini des ondes. 
 
As will be discussed in the detailed analysis of Chapter 9, Le sourire infini des ondes is largely based 
on elements from Luigi Nono’s piece …sofferte onde serene… for piano and tape (from 1976). In 
Nono’s piece, the tape is entirely constructed with recorded (and often manipulated) sounds played by 
the Italian pianist (and friend of Nono’s) Maurizio Pollini on the piano. This idea was transposed to Le 
sourire infini des ondes: Although Le sourire infini des ondes is a piece for ensemble without solo 
instrument, the piano plays a prominent structural role in the piece. The sound was conceived with the 
piano as the generating starting point. All the tone colours are deduced from the piano part.  
 
 
8.3 Phase 2: Danse du feu and Un souffle de l’air que respirait le passé 
 
The second orchestral work at the core of the artistic output of Elements Project, Danse du feu, is 
based on intermediate results of my research (phase 2). After developing formulas for the 
quantification of tonality and dissonance, I investigated the possibility to construct amotivic series 
based on CIG-4's (instead of CIG-3’s, as in the original CIG-serialism) in order to increase their 
degree of atonality and dissonance. This proved practically unfeasible (as was discussed in Section 
5.4.1), but serendipity lead to the addition of two new ‘CIG-3's’ to the series (3-note CIG-2’s), 
resulting in series with 56 CIG's instead of 54 (see Section 5.4.5.2). Danse du feu is based on such a 
56-CIG series. 
 
The piano quartet Un souffle de l’air que respirait le passé (finished in 2011), not only uses the same 
CIG series as Danse du feu (the work for which the quartet is a complement), but also the same RHS. 
The two works sound quite differently however, and have a very distinct expressive content, a 
different narrative. This way I want to refute the claim that the strict structural basis of my 
compositions reduces my work to solving a puzzle with no artistic dimension, and to show that even in 
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strict serial music, artistic creativity is decisive for the final result, and that there is a distinction 
between technique, idiom and style.549 
 
The title of the piano quartet is the French translation of a fragment of a sentence from the Prologue of 
Luigi Nono's “Tragedia dell’ascolto” Prometeo: “Ascolta, non vibra qui ancora un soffio dell’aria che 
respirava il passato?”550. The fact that Prometheus is the titan who stole fire from heaven, links the 
quartet to the orchestral work Danse du feu (dance of fire). 
 
Un souffle de l’air que respirait le passé was first performed by the piano quartet Tetra Lyre on 25 
January 2012 in the Concertgebouw Brugge (Belgium) in the context of its Prometheus Geketend 
(Prometheus bound) project. 
 
 
8.4 Phase 3: Danse de l’eau et de l’air, A l’image du monde…originel and double 
 
The third orchestral work at the heart of the Elements Project is Danse de l'eau et de l'air. The work is 
complemented by the piano pieces A l'image du monde ... originel and A l'image du monde ... double. 
All three works use the modified CIG technique that is the outcome of my research (phase 3). The two 
piano pieces are examples of CIG-3/4-serialism, but also coincidentally of general CIG-serialism. 
Indeed, although the series were not conceived as such (see below), they are general CIG series. The 
series of Danse de l'eau et de l'air is a general 56-CIG series. 
 
A l’image du monde… originel and A l’image du monde… double are also part of a larger future cycle 
of five pieces that will further consist of A l’image du monde… multiple for guitar solo, A l’image du 
monde… commentaire, for guitar and/or piano and ensemble, and the electro-acoustic ‘composition’ 
Improvisation fixe sur une image, which was ‘composed’551 in 2012 in the context of Kathleen 
Coessens’ A Day in my life-project at the ORCiM in Ghent. Improvisation fixe sur une image is based 
on a bass flute improvisation on the first series constructed with the adapted technique of 3/4-CIG-
serialism, in order to explore the possibilities of such series and to assess the difference with my 
previous series. It was meant to experience the intuitive embodied effect the new series might have on 
me during the process of composition. The A l’image du monde project wants to express the idea that 
works of art are “in the image of the world”552. It explores the connections between the physical 
universe and my personal aesthetic universe, bearing the motto: “All aesthetic ideas are fictitious; any 
resemblance with the physical world is unavoidable however”. In this context, the following statement 
by Benedetto Croce is certainly worth quoting: 
 
Every true artistic representation553 is in itself the universe, the universe in the 
individual form, and the individual form as the universe; in the accents of the poet, 
and in every creation of his mind, the entire destiny of mankind can be found, with 
all its hopes, all its illusions, its pains, its joys, its greatness, and its human misery; 
the entire drama of reality that arises, continuously grows, in suffering and in 
pleasure.554 
 
                                                
549 For a discussion on the difference between technique, idiom and style, see: Bart Vanhecke, Chromatic Interval Group 
Serialism, The Development of an Atonal, Dissonant, and Amotivic Composition Technique, unpublished master thesis, 2014, 
LUCA, Leuven, pp. 45-9. 
550 “Listen, doesn’t a breath of air that the past respires vibrate here?”, Massimo Cacciari, libretto for Luigi Nono, Prologo of 
Prometeo; Tragedia dell’ascolto, 1981-1985 [my translation]. 
551 ‘Composed’ is here written between quote signs because Improvisation fixe sur une image is strictly speaking not a 
composition but a recorded and manipulated improvisation. Therefore I do not include the piece in my work list. 
552 See Section 7.5.  
553 I would add: “or expression”. 
554 Benedetto Croce, Il Carrattere di Totalità dell’espressione artistica, in La Critica. Rivista di Letteratura, Storia e 
Filosofia diretta da B. Croce, Vol. 16, Gius. Laterza & Figli, Editori, 1918, p. 131 [my translation] online: 
http://ojs.uniroma1.it/index.php/lacritica/view/7454/7436 [last accessed: 08 December 2012]. 
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There is a clear reference to works of Pierre Boulez such as Mémoriale (..Explosante-Fixe… Originel) 
or Figures-Doubles-Prismes in the titles of the pieces belonging to the A l’image du monde cycle. It is 
not only the idea of interconnection between works that I wanted to adapt, but the reference was also 
made because of the correspondence I feel—it is indeed only an intuitive feeling— between the 
aesthetic universe of Pierre Boulez (and of Schoenberg and Nono for that matter) and my own. 
 
 
8.5 Additional aspects 
 
In addition to the aspect of the Empedoclian Elements and the three phases in my research, there are 
many other aspects and cross references that interconnect the pieces of the Elements Project. 
 
First, there are the cross references in the titles connecting orchestral and complementary pieces of 
different phases: the aspect of ‘earth’ (or ‘world’) in the titles of Danse de la terre and A l’image du 
monde, the aspect of ‘water’ (and waves) in Danse de l’eau et de l’air and Le sourire infini des ondes, 
and the aspect of ‘air’ in Danse de l’eau et de l’air and Un souffle de l’air que respirait le passé. 
Another cross reference is provided by the fact that Le sourire infini des ondes and Un souffle de l’air 
que respirait le passé share a common reference to Luigi Nono’s ...sofferte onde serene... and 
Prometeo. 
 
Other links between the pieces in the Elements Project are created by the role of the numbers 3 and 4, 
referring to the structure of 3/4-CIG-serialism as well as general CIG-serialism, which is based on the 
use of CIG-3’s and 4’s. This is not only reflected in the instrumentation of the orchestral pieces (as 
was mentioned before), but also in the fact that there are three orchestral works on four elements; four 
complementary pieces with three instrument combinations. The fact that one of the dances expresses 
two elements (Danse de l’eau et de l’air) is mirrored by the fact that the two piano pieces complement 
one orchestral dance. 
 
I want to end this chapter on a personal note. The three orchestral dances are dedicated to my two 
daughters (Danse de la terre to my eldest, and Danse du feu to my youngest) and my wife (Danse de 
l’eau et de l’air). There is an intuitive associative link between the meaning of the concepts of earth 
and fire and the characters of each of my two daughters. Likewise, certain aspects of my wife’s 
personality may be associated with the element water; I myself seem to fit the element of air better. 
These associations show how my personal universe blends with my aesthetic universe. 
 
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
 204
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
!
 205 
!
!
!
!
!
Chapter 9.  Analyses of the Elements Project pieces 
 
 
9.1 Preliminary remarks 
 
The analyses in the present chapter do not provide a comprehensive explanation of all aspects of the 
seven pieces belonging to the Elements Project. Instead, they provide a description of specific aspects 
that are crucial in all pieces. The principles behind these aspects (such as the way series are 
constructed) are recurrent in all pieces. Therefore the sum of all aspects addressed in the present part 
gives a general view of all of the central issues I deal with in my artistic practice as a composer during 
the construction of series and RHS. The analyses of the first two pieces (Danse de la terre and Le 
sourire infini des ondes) focus on the way the series are constructed, and on levels of RHS and score 
(surface structure). The analysis of Danse de l’eau et de l’ air focuses on the construction of a general 
CIG-series. The other analyses (Un souffle de l’air que respirait le passé and A l’image du 
monde…originel and double) focus on relations between the pieces belonging to the same research 
phase; they emphasize the relative importance of series and RHS on the final surface structure.  
 
 
9.2 Danse de la terre 
 
9.2.1 General structure and series 
 
The series of Danse de la terre (see Example 9.1) is the same as the one I used for all my previous 
compositions from Les racines du monde for piano solo (1997) on, but in retrograde, transposed three 
semitones down and starting on the thirteenth series note. It is the last piece (to date) composed on the 
series of Les racines du monde.555 
 
 
 
Example 9.1: Series of Danse de la terre. 
 
 
 
 
 
                                                
555 Originally, I called the series on which all my pieces between Les racines du monde and Danse de la terre  are based ‘the 
series of silence’ because it was meant to serve as the basis for a never written chamber opera Silence on the play by Harold 
Pinter with the same name. 
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9.2.2 Rhythmic structure 
 
The rhythm of Danse de la terre is based on seventeen rhythmic cells and their six augmentations 
(following the rhythmic chart in Example 1.14). The rhythmic cells were determined on the basis of 
the ‘longest’ ordered subsets of the series without repeated notes. Starting from the first note in the 
series, the first repetition of a pitch class occurs at note 10 (G), which is the same as note 7, as can be 
seen in Example 9.1. If the second note of the series were taken as a staring point, the resulting subset 
would contain only notes 2 through 10, which is one note less than in the subset starting from note 1. 
The latter is therefore the ‘longest’ subset and is kept as a basis for a first rhythmic cell (cell 1).  The 
unordered interval class content between the successive notes in the longest subset (shown in Example 
9.2 a) is used to determine the note lengths in each augmentation of cell 1 (shown in Example 9.2 b). 
 
 
 
(a) 
 
 
(b) 
 
Example 9.2: (a) Ordered interval class content between the first nine notes of the series of Danse de la terre,  
and (b) rhythmic cell 1 based on the unordered interval class content with its six augmentations. 
 
 
Example 9.3 lists the 17 ‘longest’ subsets in the series and the unordered intervals contained in each of 
them. The list shows that subset 1 is the longest of all ‘longest’ subsets. 
 
Rhythmic cells and their augmentations are attached to the series notes in the following way. The first 
rhythmic cell uses cell 1 in augmentation 1. To determine next rhythmic cell for the next note, the 
number of the previous cell is augmented with the sum of the unordered interval classes preceding and 
following the note (modulo 17). The unordered interval classes surrounding note 2 are 2 and 1 (see 
Example 9.2 a), therefore its rhythmic cell is cell 4 (cell 1 + 2 + 1 (mod 17)). The augmentation of the 
rhythmic cells of the next series notes is determined by the increasing the previous augmentation with 
the ordered interval class preceding the note (modulo 6). The ordered interval class between note 1 
and 2 is +2, therefore the augmentation for the rhythmic cell of note 2 is 3 (1 + 2 = 3 (mod 6)). This 
system is implemented over the whole series. When the end of the series is reached it starts again from 
the beginning. Deliberate mutations (deviations from the rules,556 when an extra ‘1’ is added to the 
sum in cell determination) occur in this structure at more or less regular intervals. 
                                                
556 See Section 1.2. 
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subset number first note last note interval content 
1 1 9 2 1 5 1 3 4 1 6 
2 8 13 6 5 1 3 1 
3 10 14 1 3 1 2 
4 13 16 2 1 4 
5 14 18 1 4 5 6 
6 17 23 6 1 1 5 6 5 
7 21 24 6 5 4 
8 22 28 5 4 5 1 1 4 
9 27 30 4 3 2 
10 29 33 2 1 5 4 
11 32 38 4 1 3 1 4 1 
12 33 39 1 3 1 4 1 2 
13 38 41 2 3 4 
14 39 45 3 4 3 1 4 1 
15 44 47 1 3 2 
16 46 51 2 1 5 1 2 
17 50 2 2 3 1 6 1 2 
 
Example 9.3: Range (from first note to last note) of the 17 ‘longest’ subsets without note repetition  
in the series of Danse de la terre and their unordered interval content. 
 
 
The distribution of the rhythmic cells is done freely in Danse de la terre according to the necessities of 
each moment. The RHS was therefore constructed at the moment of composition (Auskomponierung) 
of the surface structure. Attention was paid to harmonic and rhythmic balance in this process, as well 
as to overall texture and density. 
 
 
9.3  Le sourire infini des ondes 
 
9.3.1 Title  
 
The title of Le sourire infini des ondes is taken from Luigi Nono’s explanatory notes accompanying 
his piece ...sofferte onde serene... for piano and tape from 1976. In these notes, Nono writes about the 
“endless smile of the waves”557. Nono himself places the expression between quotation marks because 
it is a quote from Prometheus bound by Aeschylus : 
 
O divine air Breezes on swift bird-wings, 
Ye river fountains, and of ocean-waves 
The multitudinous laughter Mother Earth! 
And thou all-seeing circle of the sun, 
Behold what I, a God, from Gods endure!558 
 
 
9.3.2 Elements from ...sofferte onde serene... 
 
The structure of Le sourire infini des ondes is based on the following elements from ...sofferte onde 
serene...: 
 
 
                                                
557 Luigi Nono,  Ecrits. Laurent Feneyrou (ed. & trans.), Paris: Christian Bourgois Editeur, 1993, p. 320. 
558 Aeschylus, Prometheus bound, http://classics.mit.edu/Aeschylus/prometheus.html [my italics][last accessed: 10 February 
2012]. 
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a) Form and duration  
 
...sofferte onde serene... consists of nine sections, separated by eight “tape reference points” 
(riferimento nastro) indicated in the score. Nono’s indications of the precise moment of occurrence of 
each of tape reference point in the score are listed in Example 9.4.  
 
  
 
 
 
 
 
 
 
 
 
 
 
 
Example 9.4: Tape reference points in  
the score of ...sofferte onde serene... 
 
 
The total duration of the piece is 13’58”.559  
 
 
b) Tempo structure  
 
The tempo of ...sofferte onde serene... fluctuates constantly between the following speeds:  
 
 
 
In addition, numerous tempo changes occur in ...sofferte onde serene... in the form of rallentandi and 
accelerandi, especially in the first two sections of the piece.  
 
 
c) The first chord  
 
...sofferte onde serene... starts with the chord represented in Example 9.5. 
 
 
Example 9.5: First chord of ...sofferte onde serene... 
 
                                                
559 13’58” is the exact duration of the recording of the piece made by Maurizio Pollini in 1979. Pollini was the pianist who 
worked in close collaboration with Nono during the composition of the piece and the recording of the tape. Therefore, this 
recording may be considered a reference. 
reference point time 
1 54” 
2 1’56” 
3 2’57” 
4 5’11” 
5 6’49” 
6 9’16” 
7 11’49” 
8 13’14” 
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This chord contains the pitch classes of a pitch class set with Forte number [6-14] with interval vector 
<323430>. Note the absence of ic 6 in the interval vector.  
 
 
9.3.3 Form of Le sourire infini des ondes 
 
Le sourire infini des ondes consists of nine sections that correspond to the nine sections of ...sofferte 
onde serene.... They contain the same number of crotchet beats as each corresponding section in 
Nono’s piece, as is shown in the list below (Example 9.6). 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Example 9.6: Number of crotchet beats in each section 
of ...sofferte onde serene... and Le sourire infini des ondes. 
 
 
Although the number of beats in each section of Le sourire infini des ondes is exactly the same as in 
the corresponding section of ...sofferte onde serene...., the grouping of the beats in bars is different. 
This grouping is adapted in order to make tempo indications and changes coincide with the beginnings 
of bars as much as possible. The time changes in Le sourire infini des ondes are therefore not related 
to metre (since the piece is essentially a-metric) but to the tempo structure of the piece. 
 
 
9.3.4 Tempo structure and duration 
 
a) Tempo structure  
 
The tempo structure of ...sofferte onde serene... is adopted unchanged in Le sourire infini des ondes, 
with exactly the same tempo changes and pauses (fermata). The position of the fermata in the piece 
may differ slightly from that of ...sofferte onde serene.... 
 
b) Duration in motion  
 
Starting from the tempo structure within each section of ...sofferte onde serene..., but disregarding the 
fermata, and assuming that tempo changes happen in a linear way (in order to be able to use the 
average of the highest and lowest tempo in each tempo change), the ‘duration in motion’ of each 
section can be calculated. The duration in motion of a section is its duration without the fermata. 
 
For instance, Section 6 ‘moves’ during 52 beats at the tempo 72 for a crotchet first. This is followed by 
a linear rallentando from 72 to 50 during 8 beats. The tempo remains 50 during 32 beats and then 
continues at tempo 32 for 20 beats as shown in the list in Example 9.7. 
 
 
 
section number of 
crotchet beats 
1 39 
2 39 
3 20 
4 96 
5 96 
6 112 
7 144 
8 56 
9 16 
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Example 9.7: Number of crotchet beats in Section 6 in different tempos. 
 
 
The ‘duration in motion’ of Section 6 can be calculated as follows (taking 61 to the crotchet as the 
average tempo during the rallentando):  
 
 (60” x 52 / 72) + (60” x 8 / 61) + (60” x 32 / 50) + (60” x 20 / 35) = 123,89” 
 
The duration in motion of section 6 is therefore (approximately) 125 seconds. The duration of the 
other sections is calculated in the same way. 
 
c) Pauses  
 
The difference between duration in motion and (real) duration of each section between the points of 
reference is the time that has to be allocated for the pauses. The table below (Example 9.8) shows a 
complete overview of the time distribution of ...sofferte onde serene...: 
 
 
 
 
Example 9.8: Time distribution of ...sofferte onde serene.... 
 
 
Note that Section 7 has a duration in motion that lasts 1 second longer than the total duration and that, 
as a result, there is no time left to add a fermata. This can only be done when the tempi of this section 
are made a little higher than prescribed, but this can be no objection, since all tempi in ...sofferte onde 
serene... are marked “circa”. 
 
I opted not to determine the length of the fermata for each section separately (a.o. because this creates 
the problem in Section 7 mentioned above), but to distribute the entire duration of the fermata (180 
seconds) over all the fermata of the piece on the basis of the following criterion. 
section total duration ‘duration in 
motion’ 
total duration 
of pauses 
number of 
crotchet beats 
1 54” 51” 3” 39 
2 62” 43” 19” 39 
3 61” 34” 27” 20 
4 134” 95” 39” 96 
5 98” 50” 48” 96 
6 147” 125” 22” 112 
7 153” 154” -1”  (!) 144 
8 85” 84” 1” 56 
9 44” 24” 20” 16 
total 838” 658” 180” 618 
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The whole piece contains 51 pauses of two kinds: short and long, indicated in the score as shown in 
Example 9.9. 
 
 
 
Example 9.9: Notation of short and long pauses. 
 
 
The pauses are distributed over the sections as indicated in the table of Example 9.10 below. 
 
 
 
    total  :              32            19 
 
 
Example 9.10: Distribution of pauses in ...sofferte onde serene.... 
 
 
 
The total duration of pauses (180”) is the sum of 32 short and 19 long pauses. 
 
 
 
With this formula, the average duration of 2 to 3 seconds was determined for short pauses, and of 4 to 
7 seconds for long pauses (Example 9.11).  
 
 
 
 
 
Example 9.11: Average durations of pauses 
in Le sourire infini des ondes. 
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9.3.5 Construction of the series 
 
Le sourire infini des ondes is the first piece I composed with the CIG-technique that does not use the 
series of Les racines du monde. For the construction of the series I took the first chord of ...sofferte 
onde serene... as a starting point. This first chord is based on a pitch class set (belonging to the set 
class) with forte number [6-14]. Reduced to its normal form, this pc-set is shown in Example 9.12. 
The prime form for this pc-set is (013458). 
 
 
Example 9.12: pc-set of the first chord 
of ...sofferte onde serene...  
 
 
My aim was to construct a series that contained permutations of pc-sets belonging to set class [6-14] 
as often as possible. In total, there are 720 possible orderings (permutations) of [6-14]. However, most 
of these cannot be used in the construction of the series because they do not consist entirely of CIG-
3’s, and therefore cannot be contained in a CIG-3-series. 
 
An analysis of the prime form (013458) shows that its permutations contain CIG-3’s that are all 
permutations of the following (unordered) pitch class sets: 
 
(0,1,3)  (1,3,4)   
(0,1,4)  (1,4,5)   
(0,1,5)  (3,4,5) 
(0,1,8)  (3,4,8) 
(0,3,4)  (4,5,8) 
(0,4,5) 
 
Eight of these can be paired because they are transpositions of the same pc-set; they contain the same 
interval sequence: (0,1,4) is an instance of the same pc-set as (4,5,8), (0,1,5) the same as (3,4,8), 
(0,1,8) the same as (0,4,5), and (0,3,4) the same as (1,4,5). 
 
Therefore, finally only seven unordered pc-sets remain. Each of those can be ordered in six ways to 
form 42 CIG-3’s. The interval content of the CIG-3’s is listed below. 
 
for  (0,1,3):   : +1+2 +3-2 -1+3 +2-3 -3+1 -2-1 
 
 (0,1,4) or (4,5,8) : +1+3 +4-3 -1+4 +3-4 -4+1 -3-1 
 
 (0,1,5) or (3,4,8) : +1+4 +5-4 -1+5 +4-5 -5+1 -4-1 
 
 (0,1,8) or (0,4,5) : +1-5 -4+5 -1-4 -5+4 +4+1 +5-1 
 
 (0,3,4) or (1,4,5) : +3+1 +4-1 -3+4 +1-4 -4+3 -1-3 
 
 (1,3,4)   : +2+1 +3-1 -2+3 +1-3 -3+2 -1-2 
 
 (3,4,5)   : +1+1 +2-1 -1+2 +1-2 -2+1 -1-1 
 
 
Each ordered appearance of [6-14] in the series of Le sourire infini des ondes should consist only of 
CIG-3’s. There are 56 permutations (out of 720) of the prime form of [6-14] in which all groups of 
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three consecutive pitch classes (each group of two consecutive intervals) form one of the 42 possible 
CIG-3's. These 56 permutations are shown below (without brackets): 
 
 
 013458  013485  015438  015483  031458  051438  
 
 103458  103485  105438  105438  105483  130458 
 
 150438  301458  301548  310458  310548  345018 
 
 345108  354018  354108  384501  384510  501348 
 
 501438  510348  510438  534018  534108  543018 
 
 543108  584301  584310  801345  801435  801453 
 
 801543  810345  810435  810453  810543  834015 
 
 834051  834105  834150  834501  834510  843015 
 
 843105  845013  845103  854013  854031  854103 
 
 854130  854301  854310 
 
It is obvious that not all of these permutations of [6-14] can occur together in the series, because one 
and the same CIG-3 would occur more than once, and this is forbidden in CIG-3-series, even if the 
CIG-3’s occur in different transpositions. (013458), for instance, cannot be used in the series together 
with (013485), because both ordered pc-sets contain CIG-3 (0,1,3).  
 
Starting from the prime form (013458) considered as an ordered pc-set, all permutations of [6-14] that 
contain a repetition of the CIG-3’s in the permutation (013458) were eliminated. This resulted in the 
six remaining permutations that could occur in the same CIG-3 series listed below, together with their 
ordered interval class content (Example 9.13). 
 
 
[1] (013458) +1  +2  +1  +1  +3 
 
[2] (015438) +1  +4  -1  -1  +5 
 
[3] (354018) +2 -1 -4 +1 -5 
 
[4] (584301) +3 -4 -1 -3 +1 
 
[5] (810453) +5 -1 +4 +1 -2 
 
[6] (834051) -5 +1 -4 +5 -4 
 
 
Example 9.13: Six permutations of (013458) that can occur in the same CIG-3 series. 
 
These six permutations were incorporated into the CIG-3-series of Le sourire infini des ondes. I 
constructed the sequence in such a manner that the six permutations of [6-14] are distributed 
symmetrically within the series, and that the four instances of ic 6 (the only ic that does not occur in 
the interval vector of [6-14]) are placed symmetrically around the two axes of symmetry. This resulted 
in the series shown in Example 9.14. 
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Example 9.14: The series of Le sourire infini des ondes.  
Permutations of [6-14] are indicated with horizontal square brackets. 
 
 
The six permutations of [6-14] in the series are indicated with numbers in square brackets. The axes of 
symmetry occur between notes 54 and 1 (the ‘end’ and ‘beginning’560 of series), and between notes 27 
and 28 (the ‘middle’ of the series). The six permutations of [6-14] are distributed at equal distances 
from the axes of symmetry as shown below: 
 
Axis of symmetry in the ‘middle’ of the series (between note 27 and 28): 
 
[5]     4 notes    [3] 2 notes        [1]        6 notes      [4]     2 notes [6]      4 notes     [2] 
 
 
 
 
 
 
Axis of symmetry at the beginning of the series (between note 54 and 1): 
 
 
3 notes    [4]     2 notes   [6]      4 notes    [2]   [5]     4 notes   [3]       2 notes     [1]     3 notes 
 
 
 
 
 
 
The ic 6’s constitute the transitional intervals between notes 16 and 17, 18 and 19, 36 and 37 and 38 
and 39, which are also situated symmetrically (at paired equal distances) from the axes of symmetry. 
 
 
9.3.6 Determination of rhythmic cells 
 
Once the series is determined, the next step in the compositional process consists of attributing 
rhythmic cells to every series note. In the case of Le sourire infini des ondes, this is done by defining 
nine rhythmic cells based on the interval content of the series. The complete set of unordered interval 
class numbers of the series of Le sourire infini des ondes is: 
                                                
560 ‘End’, ‘beginning’ and ‘middle’ are here written between quotation marks, because, strictly speaking, a CIG-series has no 
beginning, middle or end. It has a ring shape, as was explained in Chapter 1. 
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5   1   4   1   2    3   1   5   4   3    2   1   4   1   5     6   5   6    1   2   1   1   3    2   1   2   3 
 
 
4   5   1    3   4   1   3   1     6   1   6    5   1   4   5   4    3   1   3   1   2    1   4   1   1   5    1  
 
The square brackets in this string of numbers indicate the interval class numbers of the six 
permutations of [6-14]. Six of the rhythmic cells are determined by the interval content of those six 
permutations. The other rhythmic cells are formed by the interval class numbers between the six 
permutations in the series. The sets containing ic 6 are left out, because they would result in rhythmic 
cells with only three note lengths. The omission of ic 6 in the construction of rhythmic cells reflects 
the absence of ic 6 in [6-14] (and in the first chord of ...sofferte onde serene...). The transition between 
the end and the beginning of the interval content series was also omitted because it only contains one 
number (which would have resulted in a rhythmic cell with only one note length). 
 
This results in the following number strings for the nine rhythmic cells of Le sourire infini des ondes: 
 
 (1) 5   1   4   1   2 
 (2) 3   1   5   4   3 
 (3) 2   1   4   1   5 
 (4) 1   2   1   1   3   
 (5) 2   1   2   3   4   5   1 
 (6) 3   4   1   3   1 
 (7) 5   1   4   5   4 
 (8) 3   1   3   1   2 
 (9) 1   4   1   1   5 
 
These values correspond to the note lengths in the rhythmic chart shown in Example 1.14. Value 1 
corresponds to the length unit of each augmentation (demi-semiquaver, triplet semiquaver, 
semiquaver, triplet quaver, quaver, dotted quaver). Value 2 is twice the length unit, value 3 three times 
the length unit, etc. (see Chapter 1). 
 
 
9.3.7 Determination of the forms of the series used 
 
In order to obtain a higher degree of dissonance, three transpositions of the series a semitone apart are 
used simultaneously in the piece. Series I (transposition I) is the original un-transposed series (starting 
on A). Series II begins a semitone higher (on B flat instead of A), and series III another semitone 
higher (starting on B). The first beats of the combined series in the RHS of Le sourire infini des ondes 
is shown in Example 9.15. 
 
Although the series are used simultaneously, different rhythmic cells are assigned to the notes of each 
of the transposition of the series in order to obtain a certain rhythmic independence of the three 
transpositions of the series. In addition, the start of the rhythmic cells coincides only at the beginning 
of each of the nine sections. 
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Example 9.15: Beginning of the RHS of Le sourire infini des ondes,  
showing the original series (I) and two semitone transpositions (II and III) used simultaneously. 
 
 
The entire piece consists of 618 quaver beats. A musically useful and balanced density of the rhythmic 
cells is obtained by running through each transposition of the series three times forming three 
segments (Segments A, B and C). This results in a total of 3 x 3 x 54 = 486 rhythmic cells for the 
entire piece (three times each of the three forms of the series, each containing 54 notes). 
 
The series are attached in a symmetrical manner to the three segments in the following way (Example 
9.16): 
 
segment A B C 
section 1 - 4 5 - 6 7 - 9 
series notes 1            54 27           1 / 28          54 54           1 
 
Example 9.16: Distribution of series notes over the three segments of Le sourire infini des ondes. 
 
In Segment A, the series is used in prime form. Segment C uses the retrograde of the series and 
Segment B is based on a combination of both. 
 
The series notes were distributed over the segments and sections as shown in Example 9.17. 
 
 
segment section number of 
beats 
number of series 
notes 
series 
notes 
A 1 
2 
3 
4 
39 
39 
20 
95 
12 
12 
6 
24 
1 – 12 
13 – 24 
25 – 30 
31 - 54 
B 5 
6 
96 
112 
27 
27 
27 – 1 
28 - 54 
C 7 
8 
9 
144 
56 
16 
36 
14 
4 
54 – 19 
18 – 5 
4 - 1 
 
Example 9.17: Distribution of series notes over the three segments  
and nine sections of Le sourire infini des ondes. 
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9.3.8 Construction of the N-matrix  
 
The next step in the composition process consists of the construction of an N-matrix561 for the series, a 
process that had its for-runner in the distribution of rhythmic cells over the series notes in Les racines 
du monde and that was first implemented in its full version in Après la pluie for piano and live 
electronics (2008).  
 
The N-matrix of Le sourire infini des ondes is a matrix consisting of nine rows and six columns that 
are determined by the interval class content of the CIG-3’s. The prime forms of the nine chromatic pc-
sets (see Example 1.5) are listed in ‘ascending’562 order below:  
 
(0,1,2) 
(0,1,3) 
(0,1,4) 
(0,1,5) 
(0,1,6) 
(0,5,6) 
(0,4,5) 
(0,3,4) 
(0,2,3) 
 
The 54 permutations of those chromatic pc-sets (six for each pc-set) are then listed in ascending order 
from left to right after the corresponding prime forms, resulting in the following matrix: 
 
(0,1,2)  (0,2,1)  (1,0,2)  (1,2,0)  (2,0,1)  (2,1,0) 
(0,1,3)   (0,3,1)  (1,0,3)  (1,3,0)  (3,0,1)  (3,1,0) 
(0,1,4)  (0,4,1)  (1,0,4)  (1,4,0)  (4,0,1)  (4,1,0) 
(0,1,5)   (0,5,1)  (1,0,5)  (1,5,0)  (5,0,1)  (5,1,0) 
(0,1,6)  (0,6,1)  (1,0,6)  (1,6,0)  (6,0,1)  (6,1,0) 
(0,5,6)  (0,6,5)  (5,0,6)  (5,6,0)  (6,0,5)  (6,5,0) 
(0,4,5)  (0,5,4)  (4,0,5)  (4,5,0)  (5,0,4)  (5,4,0) 
(0,3,4)  (0,4,3)  (3,0,4)  (3,4,0)  (4,0,3)  (4,3,0) 
(0,2,3)  (0,3,2)  (2,0,3)  (2,3,0)  (3,0,2)  (3,2,0) 
 
Next, each of the 54 ordered pc-sets is replaced by an interval class-set (ic-set). These ic-sets contain 
the interval content between the successive pitch classes in the ordered pc-sets; they are obtained by 
subtracting the successive numbers in the representations of the pc-sets between round brackets; the 
first number is subtracted from the second; the second from the third. The ic-set for pc-set (0,1,4), for 
instance, is obtained by subtracting 0 from 1 (1 – 0 = 1) and 1 from 4 (4 – 1 = 3) resulting in ic-set 
(+1,+3). All the results are listed in the matrix shown in Example 9.18 below563. 
 
Example 9.18: Distribution of ic-sets in the matrix of Le sourire infini des ondes. 
                                                
561 N stands for note number (referring to the position of the notes within the series). 
562 The term ‘ascending’ has to be understood here as follows: it means the 3-digit numbers that would be obtained by 
removing the commas in the representations of the pc-sets are put in ascending order. The 3-digit number for (0,1,2) for 
instance is 012.  
563 In this list, the round brackets for the ic-sets are omitted. Plus (+) signs are also omitted. Note also that there is no 
essential difference between (+)6 and -6. 
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Next, the ic-sets in the matrix are replaced by the number of the series note that is the central pitch 
class in the CIG-3 corresponding to the ic-set. Series note 22 in the series of Le sourire infini des 
ondes, for instance (E, see Example 9.14) is the central pitch class in the CIG-3 representing ic-set 
(+1,+1), the ic-set in the top left corner of the matrix. This procedure results in the N-matrix shown in 
Example 9.19. 
 
 
 
22 12 26 5 49 52 
20 24 31 27 35 25 
23 10 3 32 14 47 
50 43 53 29 40 33 
1 39 38 18 19 30 
54 37 16 36 17 8 
4 2 42 15 9 13 
45 51 28 41 44 34 
21 7 6 46 11 48 
 
Example 9.19: N-matrix for Le sourire infini des ondes. 
 
 
 
9.3.9 Attachment of rhythmic cells and augmentations to series notes 
 
Using the N-matrix, rhythmic cells and augmentations were then ascribed to every series note in the 
following manner: the six columns of the N-matrix correspond to the six augmentations of the rhythm 
chart; the nine rows correspond to the nine rhythmic cells that were determined for the piece. The 
ascription differs from segment to segment, and from series transposition to series transposition. It was 
determined according to the schedule shown in Example 9.21. Segment B was divided into the B1 and 
B2, respectively, corresponding to section 5 (retrograde of the series, notes 27 - 1) and section 6 
(prime form of the series, notes 28 - 54). 
 
The squares in the diagram represent the N-matrix or two halves564 of the N-matrix. The letter “R” in 
the squares indicates that retrogrades of the rhythmic cells are used. To understand how to read the 
diagrams in detail, let’s have a closer look at the second transposition (II) in segment A, for instance.  
The N-matrix was attributed as shown in Example 9.20 below. Columns 1 to 3 of the matrix 
correspond to augmentations 3 to 1 (3 ! 1). Rows 1 to 9 in the matrix half of these columns 
correspond to rhythmic cells 9 to 1 (9 ! 1) respectively. Likewise, columns 4 to 6 of the N-matrix 
correspond to augmentations 4 to 6 (4 ! 6) and rows 1 to 9 of this matrix half are ascribed rhythmic 
cells 1 to 9 (1 ! 9). In this second matrix half, the rhythmic cells occur in retrograde (indicated with 
the letter R). 
 
 
                                                
564 The vertical division of the matrix in two (columns 1 to 3, and columns 4 to 6) reflects the division of segment B in two 
halves (segments B1 and B2). 
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Example 9.20: Distribution of augmentations and rhythmic cells  
in sections of N-matrix of Le sourire infini des ondes. 
 
 
 transposition I transposition II transposition III 
segment A        1           6 
 1 
      
 
 9 
    3       1 / 4          6 
 9               1 
                        R 
 
 1               9 
       6           1 
 9 
            R 
 
 1 
segment B1        6           1 
 1 
            R 
 
 9 
    1       3 / 6          4 
 9               1 
        R 
 
 1               9 
       1           6 
 9 
             
 
 1 
segment B2        1           6 
 9 
            R 
 
 1 
    6       4 / 1          3 
 9               1 
                        R 
 
 1               9 
       6           1 
 1 
             
 
 9 
segment C        6           1 
 9 
             
 
 1 
    4       6 / 3          1 
 9               1 
        R 
 
 1               9 
       1           6 
 1 
            R 
 
 9 
 
Example 9.21: Distribution of rhythmic cells and transpositions in Le sourire infini des ondes. 
 
 
 
 
9.3.10 Determination of the distance between beginnings of rhythmic cells in the RHS 
 
After a rhythmic cell was determined for each series note in the three transpositions of the series and 
each of the three segments, a RHS was constructed by determining the distance (in time) between the 
start of successive rhythmic cells. In each of the nine sections of the piece, the rhythmic cell of the 
first note of each transposition starts at the same moment (as can be seen in the excerpt of the RHS in 
Example 9.16). The starting position of every rhythmic cell within the RHS is determined in such a 
manner that the rhythmic cells fill the entire length of the section proportionately. The ‘proportioned’ 
distance between the start of the cells is based on the unordered interval class content of the series, as 
can be seen in the columns ‘distance from previous cell’ in the diagram in Example 9.22 below, 
showing the distribution of distances between entrances of rhythmic cells for section 1 of Le sourire 
infini des ondes.  This resulted in the RHS of which an excerpt is shown in Example 1.17a, and which 
was the starting point for the composition of the score. 
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SECTION 1               I         II            III 
 
Note 
number 
Distance 
from 
previous 
cell 
Distance 
from 
beginning 
of section 
Distance 
from 
previous 
cell 
Distance 
from 
beginning 
of section 
Distance 
from 
previous 
cell 
Distance 
from 
beginning 
of section 
1 0 0 0 0 0 0 
2 5+1 6 1 1 5 5 
3 1 7 1+4 6 4 9 
4 4 11 4+1 11 1 10 
5 1 12 2 13 1+2 13 
6 2+3 17 2 15 3 16 
7 1 18 3+1 19 3 19 
8 1+5 24 5 24 1 20 
9 5 29 4 28 5+4 29 
10 3 32 4+3 35 4 33 
11 3+2 37 2 37 3 36 
12 1 38 2 39 2+1 39 
 
Example 9.22: Determination of the distance between entrances 
of rhythmic cells in the RHS for section 1 of Le sourire infini des ondes. 
 
 
!
9.4!Danse&du&feu!!
 
9.4.1 Introduction 
 
Danse du feu is composed in the course of my research on consonance and tonality, at a stage where it 
became clear to me that interval groups of higher order (more than three pitch classes) have to be 
taken into consideration when a high degree of atonality and dissonance is aspired. The structural idea 
behind both Danse du feu and Un souffle de l’air que respirait le passé is based on experiments with 
the possibilities of using tetrachords with a high degree of atonality and dissonance. During these 
experiments it occurred to me—as a result of sheer serendipity— that chromatic interval groups with 
only two different pitch classes (3-note CIG-2’s) were also possible in the construction of CIG-series, 
resulting in series with 56 notes (see Section 5.4.5.2 and Example 5.28). 
 
 
9.4.2 Chromatic pc-sets of order 4 
 
The pc-sets with cardinality 4 that have ‘the lowest’ degree of tonality and prime consonance are sets 
belonging to set classes [4-1] through [4-9] as can be seen in Example 5.4; these are the chromatic pc-
sets of order 4 (see Section 5.3)565 and are the basis of CIG-4’s. The degree of consonance of the 
chromatic pc-sets of order 4 is lower than that of all the other tetrachords. Five of the other tetrachord 
set classes ([4-z15i], [4-18], [4-19i], [4-25] and [4-z29]) have a degree of tonality that is comparable to 
that of the group formed by set classes [4-1] through [4-9], but their degree of prime consonance is 
higher, and therefore the combination of their degree of tonality and prime consonance discards them 
from the group of  ‘lowest’ degree of tonality and prime consonance (the sum of their degree of 
                                                
565 I initially called them ‘low 4-sets’ due to the fact that they have the lowest degrees of tonality and prime consonance 
within their cardinality group. 
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tonality and consonance is higher than that of the group of chromatic pc-sets of order 4, as can been 
seen in Example 9.23).  
 
 
 
Example 9.23: Sum of degree of tonality and prime consonance of set classes of cardinality 4.  
The first 12 ([4-1] through [4-9]) have a clearly lower value 
than all other classes within the cardinality group. 
 
 
 
Danse du feu and Un souffle de l’air que respirait le passé are based on a series consisting exclusively 
of CIG-4’s, each consisting of two CIG-3’s. They are therefore examples of 3/4-serialism. In ancient 
Greece the tetrahedron (see Example 9.24) represented the Empedoclian element of fire.566 A 
tetrahedron is a three dimensional geometric figure with four triangular faces, which coincidentally 
reflects the combination of numbers 3 and 4 in 3/4 serialism in the ‘dance of fire’ (Danse du feu).  
 
 
Example 9.24: Tetrahedron symbolizing the element of Fire in ancient Greece. 
 
 
9.4.3 Construction of the series 
 
In a first instance, I tried to construct a series in which every possible permutation of the chromatic pc-
sets of order 4 (every possible CIG-4) occurs exactly once. Such an all-CIG-4 series would consist of 
288 pitch classes. It would be so long that using them once would probably be sufficient to write 
whole 12 to 15-minute pieces, such as Danse du feu. However, not all groups of three successive notes 
within the CIG-4’s are CIG-3’s. [4-6], for instance, has permutations that contain an instance of [3-9], 
which is not a CIG. Likewise, CIG’s belonging to set classes [4-5] and [4-5i] contain instances of  [3-
8] and [3-8i]; permutations of [4-4] and [4-4i] contain instances of [3-7] and [3-7i]; [4-2] and [4-2i] 
contain [3-6]. Even if those permutations are left out (84 in total) it still leaves 204 interval groups of 4 
elements in the series. Since there are only 12 different permutations of [4-9] (six of the permutations 
are identical to six others), this leaves ‘only’ 192 different interval groups in the series, which is still 
impractically much. 
                                                
566 See: John R. Pierce, The Science of Musical Sound, Scientific American Books, revised edition, 1992, p. 20. 
0"20"
40"60"
80"100"
120"140"
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Furthermore, although every CIG-4 would occur exactly once in the series, it would not be amotivic, 
since many CIG-3’s would occur more than once. But even then, the construction of a closed all-CIG-
4 series proved to be impossible.567 Therefore the objective to construct an all-CIG-4 series was 
abandoned altogether. Instead, the series of Danse du feu is constructed on the basis of all CIG-3’s 
(the ‘classical’ way) with the addition the four 3-note CIG-2’s in such a way that every two 
consecutive CIG-3’s form a CIG-4, to form a 56-note 3/4-CIG series. 
 
The series was constructed in such a way that its second half (notes 29 to 56) is the inversion of the 
first half (notes 1 to 28). In addition, the sections within the series apart from the 3-note CIG-2’s are 
each others retrograde inversions (in transposition): notes 3 to 8 and 56 to 51, notes 10 to 21 and 49 to 
38; notes 23 to 36 are their own transposed retrograde inversion. Moreover, the first eight notes of the 
series form a group of which notes 23 to 30 are a transposed retrograde; likewise notes 29 to 36 are the 
inversion and note 51 to 2 are a transposed retrograde. Notes 10 to 16 form a group of seven notes of 
which notes 15 to 21 are a transposed inversion of the retrograde, notes 38 to 44 are a transposed 
inversion and notes 43 to 49 are a transposed retrograde. The resulting series is shown in Example 
9.25.  
 
 
 
 
Example 9.25: The series of Danse du feu. 
The four 3-note CIG-2’s are indicated with square brackets.  
 
 
9.4.4 Determination of tempo and number of series used 
 
Danse du feu has four tempi: 40, 56, 64 and 80 crotchet beats per minute. The four tempi are 
distributed symmetrically around the one-second-per-beat absent tempo (60), as follows (Example 
9.26): 
 
 
 
Example 9.26: distribution of the four tempi of  Danse du feu  
around the absent tempo of 60 crotchet beats per minute. 
 
                                                
567 This may be caused by the fact that, in order for all CIG-4 series to be possible, there have to be as many CIG-3’s of any 
type at the beginning of the CIG-4’s as there are at the end; an aspect that was not further assessed in the present research.  
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The tempo of  Danse du feu changes continuously. The piece starts at 80 crotchet beats per minute and 
immediately but imperceptibly slows down to 56 beats per minute at the start of the second section 
(Tempo 2°, bar 73), only to speed up to 64 beats per minute towards the beginning of Section 3 
(Tempo 3°, bar 125). From this point, the piece gradually slows down again to 40 beats per minute 
(Tempo 4°, bar 188), where the final accelerando towards 80 beats per minute in the last bar of the 
piece starts (see the graph in Example 9.27). The end tempo is the same as the initial tempo in order to 
create a ‘closed’ tempo structure, which reflects the ‘closed’ structure of the series. !
 
The average tempo is 60. This means that, in order to obtain a piece lasting ca. 12 minutes it should 
contain approximately 720 beats. 784 beats, which is 28x28, or 56x14 comes relatively ‘close’. A 
suitable ‘density’ of rhythmic cells can be obtained by using the series four times in the whole piece 
and using four simultaneous series (or forms of the series). In total this would yield 4 x 4 x 56 = 896 
rhythmic cells. This seems to be too much. Using three simultaneous series results in 672 cells. 
Compared to the ca. 540 cells in Danse de la terre (with its 720 beats) is this still much, but 
reasonable. Therefore I opted for 672 rhythmic cells for 784 beats, and three simultaneous series, 
henceforth called Series 1, II and III, each repeated four times (in four sections, Sections A, B, C and 
D). Series I is the original series shown in Example 9.25. Series II is Series I transposed down a 
semitone; Series III is series I transposed up a semitone. 
 
 
 
Example 9.27: Symmetrical structure of continuously changing tempo in Danse du feu. 
 
 
9.4.5 Determination of rhythmic cells 
 
The RHS of Danse du feu is constructed with eight rhythmic cells, each consisting of seven note 
lengths, and in seven augmentations. The first four rhythmic cells (cells 1 to 4) are determined by the 
unordered interval content between the first 29 successive series notes in groups of seven: 
 
(1) 1  2  1  6  5  1  3 
(2) 1  1  4  5  1  4  3 
(3) 2  3  4  1  5  4  1 
(4) 1  3  1  5  6  1  2 
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Note that the sums of the seven numbers for the rhythmic cells are almost identical (19 or 20). 
 
Since the second half of the series is the inversion of the first half, the unordered interval content 
between notes 29 and 1 is the same as that of the first half. That yields exactly the same rhythmic 
cells. Therefore the numbers that determine the rhythmic cells are ‘mirrored”: 1 and 6 are swapped (1 
becomes 6 and 6 becomes 1), 2 and 5, and 3 and 4 in the first four rhythmic cells, resulting in the 
following four additional rhythmic cells: 
 
(5) 6  5  6  1  2  6  4 
(6) 6  6  3  2  6  3  4 
(7) 5  4  3  6  2  3  6  
(8) 6  4  6  2  1  6  5 
 
The ‘lengths’ of these four cells (cells 5 to 8) is considerably longer than that of the first four (the 
sums of the numbers are 29 and 30). 
 
Each of these eight rhythmic cells is used in seven augmentations in the RHS of Danse du feu, instead 
of the usual six (see rhythm chart in Example 1.14). In addition to the six basic units in the usual 
rhythmic chart, the unit of triplet crotchet is added between the fifth and sixth augmentation unit 
(quaver and dotted quaver). 
 
 
9.4.6 Construction of the N-matrix  
 
As for the composition of Le sourire infini des ondes, an N-matrix was used in the composition of 
Danse du feu. In contrast to Le sourire infini des ondes (see Example 9.19), a 8 by 7 matrix was 
necessary instead of 9 by 6, as a result of the eight rhythmic cells in seven augmentations (instead of 
nine rhythmic cells in six augmentations). The distribution of CIG’s in the matrix is shown in Example 
9.28. 
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Example 9.28: Distribution of CIG’s (represented as ordered ic-sets)  
in the N-matrix of Danse du feu. 
 
 
Just like in the N-matrix of Le sourire infini des ondes, for series I in Danse du feu the ic-sets in the 
matrix are replaced by the number of the series note that is the central pitch class in the CIG-3 
corresponding to the ic-set. This yields the N-matrix shown in Example 9.29. 
 
 
1  -1 
 
1  1 
 
2  -1 
 
-1  2 
 
1  -2 
 
-2  1 
 
-1  -1 
 
1  2 
 
3  -2 
 
-1  3 
 
2  -3 
 
-3  1 
 
-2  -1 
 
1  3 
 
4  -3 
 
-1  4 
 
3  -4 
 
-4  1 
 
-3  -1 
 
1  4 
 
5  -4 
 
-1  5 
 
4  -5 
 
-5  1 
 
-4  -1 
 
1  5 
 
6  -5 
 
-1  6 
 
5  6 
 
6  1 
 
-5  -1 
 
5  1 
 
6  -1 
 
-5  6 
 
1  6 
 
6  5 
 
-1 -5 
 
4  1 
 
5  -1 
 
-4  5 
 
1  -5 
 
-5  4 
 
-1  -4 
 
3  1 
 
4  -1 
 
-3  4 
 
1  -4 
 
-4  3 
 
-1  -3 
 
2  1 
 
3  -1 
 
-2  3 
 
1  -3 
 
-3  2 
 
-1  -2 
 
-1  1 
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37 22 1 2 30 29 50 
56 43 51 16 36 31 7 
14 38 45 21 24 13 20 
25 39 6 46 19 5 32 
26 55 40 12 27 54 4 
33 47 18 34 11 53 48 
41 52 49 17 10 42 35 
3 8 44 23 15 28 9 
 
Example 9.29: N-matrix for series I of Danse du feu.  
 
The N-matrix for Series II is obtained by swapping the position of rows 1 through 4 and rows 5 
through 8 in the N-matrix for series I. The resulting N-matrix is shown in Example 9.30. 
 
 
26 55 40 12 27 54 4 
33 47 18 34 11 53 48 
41 52 49 17 10 42 35 
3 8 44 23 15 28 9 
37 22 1 2 30 29 50 
56 43 51 16 36 31 7 
14 38 45 21 24 13 20 
25 39 6 46 19 5 32 
 
Example 9.30: N-matrix for series II of Danse du feu.  
 
For the N-matrix of series III, the positions of columns 1 through 3 and 5 through 7 of the N-matrix 
for Series II are swapped. Only column 4 remains in its previous position. The result is shown in 
Example 9.31. 
 
27 54 4 12 26 55 40 
11 53 48 34 33 47 18 
10 42 35 17 41 52 49 
15 28 9 23 3 8 44 
30 29 50 2 37 22 1 
36 31 7 16 56 43 51 
24 13 20 21 14 38 45 
19 5 32 46 25 39 6 
 
Example 9.31: N-matrix for series III of Danse du feu.  
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9.4.7 Attachment of rhythmic cells and augmentations to the N-matrix 
 
The eight rhythmic cells and their seven augmentations are attached to the N-matrix of Danse du feu 
the following way: for all transpositions of all series (Series I through III) in the first section (Section 
A), rhythmic cells 1 through 8 are distributed in order over the eight rows of the respective N-matrices 
(rhythmic cell 1 on row 1, rhythmic cell 2 on row 2, …). In like manner, the augmentations are 
attached to the seven columns of the N-matrices: augmentation 1 to the first column of the three N-
matrices, augmentation 2 to the second, and so on. 
 
In the three following sections of the piece, the procedure is kept the same; only the order of rhythmic 
cells and augmentation is changed. In Section B the order of the augmentations is reversed 
(augmentation 7 to 1 are attached in descending numerical order to columns 1 to 7); in Section C the 
order of the rhythmic cells is reversed, and in section D both the order of rhythmic cells and 
augmentations, as can be seen in Example 9.32. 
 
 
 All series 
Section A        1             7 
 1 
      
 
 8 
Section B        7             1 
 1 
             
 
 8 
Section C        1             7 
 8 
             
 
 1 
Section D        7             1 
 8 
             
 
 1 
 
Example 9.32: Attachment of 8 rhythmic cells (1 ! 8) 
and 7 augmentations (1! 7) to the N-matrices (represented by squares) 
for the three series in  sections A to D of Danse du feu. 
 
 
 
9.4.8 Determination of the distance between beginnings of rhythmic cells in the RHS 
 
The last step in the construction of the RHS of Danse du feu is the determination of the distance in 
time between the beginning of the rhythmic cells. Within each section, the procedure is similar to the 
one used in Le sourire infini des ondes (see Section 9.3.10). Each of the four sections of the RHS is 
constructed separately. In sections A and C, the three series start together, in sections B and D, they 
end together. 
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For section A and C: 
  
Rhythmic cell of note 2 of series 1 enters | ibefore2 | + | iafter2 | units after note 1 
Rhythmic cell of note 2 of series 2 enters | ibefore2 | units after note 1 
Rhythmic cell of note 2 of series 3 enters | iafter2 | units after note 1 
 
The series with the shortest total length at the beginning of the next rhythmic cell (n) then adds |ibeforen| 
+ |iaftern| units for the next entrance, the ‘longest’ series adds the minimum of |ibeforen| and |iaftern|, the 
other remaining series adds the maximum of |ibeforen| and |iaftern|. 
 
This procedure is repeated until the end of the series. Whenever there is a two-way tie, my aim was to 
‘vary as much as possible’ (e.g. if the maximum was added to series I when the tie is reached, the 
minimum was added next). In a three way tie:  | ibefore2 | + | iafter2 | units were added to the series that 
didn’t add | ibefore2 | + | iafter2 | for the longest time. 
 
For section B and D, this procedure is reversed (starting from note 56). 
 
 
9.4.9 Increasing melodic movement  
 
The beginning and end of Danse du feu are highly energetic. At the end, this effect is achieved by the 
loud tutti with quickly repeated notes. In the energetic opening I wanted to create fast melodic runs. In 
order to do that, the notes in the RHS are played as single short (semiquaver) notes—only the attacks 
of the RHS notes are played—accompanied by two adjacent series notes. In addition, short melodic 
patterns are added. Those are determined as follows: 
 
A note p of any version of the series in the RHS, is connected with a note r in a different version 
(transposition) of the series following that note. The time interval between notes p and r is filled in 
with (at least three) series notes of the same length (forward or backward (retrograde of series) starting 
with p and ending with r in the series of p, whenever this is possible (whenever there are notes p and r 
that fulfil the conditions, and whenever the time interval allows for it). 
 
Consider for instance the third note in Series III (series note AIII-3, D flat, note p) and the second note 
of series note II (AII-2, A natural, note r) in Section A (see Example 9.33).  
 
 
 
Example 9.33: Bar 1-3 of the RHS for Section A of Danse du feu. 
Series notes AIII-3 (D flat) and AII-2 (A natural) are indicated. 
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The time interval between these two notes (belonging to different versions series, in casu series III and 
II) is ‘filled in’ with short notes of the same value (here five triplet semiquavers) belonging to series 
III. In this case, notes 55 to 3 of the retrograde of Series III fit. These are shown in Example 9.33 a. 
The time interval between notes AIII-3 and AII-2 is filled in with these notes in the first flute, the 
vibraphone, and the first violin parts in the score (the first flute part is shown in Example 9.33 b). 
 
 
(a) 
 
 
(b) 
 
Example 9.33: a) Notes 55 to 3 of Series III for Danse du feu. 
b) Excerpt from bar 2 of Flute 1 in Danse du feu based on the retrograde of this note group 
to form a melodic line between note III-3 and II-2. 
!
 
This procedure is not customary in my style. Danse du feu is actually the first (and to date the only) 
piece in which I used it. It illustrates the possibilities to extend the idioms and styles that can be 
obtained with CIG-serialism. It proves that serialism is only a technique, and that it does not determine 
style, and (only to a limited extent) idiom.  
 
 
9.5 Un souffle de l’air que respirait le passé 
 
In the process of composition, I normally adapt the construction of the RHS of a piece to the final 
sounding result (solo pieces or pieces for small ensemble have a ‘simpler’ RHS; orchestral pieces can 
have more complex combinations of the series and a more dense RHS).568 In the case of Danse du feu 
and Un souffle de l’air que respirait le passé, however, I wanted to demonstrate the limited impact of 
a series on the final result, and to show that, even with an identical RHS, it is the creative role of the 
composer that determines the sounding result of the compositional process most, and not the strictly 
determined, highly confined series and RHS. Therefore I based Danse du feu and Un souffle de l’air 
que respirait le passé on one and the same series and RHS. 
 
The RHS of both pieces consists of the same four sections (Section A to D), which are placed in the 
same order (A-B-C-D).569 But whereas Danse du feu starts on Section A, Un souffle de l’air que 
respirait le passé begins with section D, followed by A, B and C in that order. This ‘phase shift’ 
occurs as a primary way of adapting the RHS to the envisaged sounding result. It shows the cyclic 
nature of the RHS, which reflects the ‘closed’ nature of CIG-series. The shift is done in complete 
artistic freedom. I could have chosen a change in the order of the sections in Un souffle de l’air que 
respirait le passé (A,C,D,B for instance), but this didn’t seem necessary to obtain the desired result. 
                                                
568 See Section 1.2 on teleology. 
569 Note that Luigi Nono’s Prometeo (the piece the title of Un souffle de l’air que respirait le passé was distilled from), like 
…sofferte onde serene…, has nine sections, not four. 
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By shifting the structure the density of the RHS corresponds better to the tension structure I pursued. 
Indeed, a very dense RHS such as the beginning of section A is better suited for music with a dense 
texture. Since I wanted Danse du feu to start loud and energetically, but Un souffle de l’air que 
respirait le passé very softly, it seemed better not to start the latter piece with section A but with 
section D and its transparent opening and sparse texture. The difference in density and texture of the 
RHS of Sections A and D is apparent in Examples 9.34 and 9.35, showing the first four bars of both. 
 
 
 
Example 9.34: Bar 1-4 of section A from the RHS of Danse du feu 
(the second section in Un souffle de l’air que respirait le passé). 
 
 
 
 
 
Example 9.35: Bar 1-4 of section D from the RHS of Danse du feu 
(the first section in Un souffle de l’air que respirait le passé). 
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Thus, the determining role of the RHS is limited and adaptable to creative freedom. One might object 
that artistic choice is still limited, because once the beginning of a section is chosen the rest of the 
texture of the piece is determined. This is only true to a limited extent. Although it is easier to write 
calm music when the RHS has a sparse texture, it is possible to obtain any kind of musical texture 
with any structural texture, as the following example from Danse du feu proves. Although the RHS is 
very dense between bars 213 and 216 (see Example 9.36), the music of Danse du feu is rather 
‘ethereal’ at this point (see score). In contrast, the corresponding section of Un souffle de l’air que 
respirait le passé  (bar 26-28) is rather dense and hectic (see Example 9.37). 
 
 
 
Example 9.36: Bar 213-216 of section D from the RHS of Danse du feu. 
 
 
 
 
Example 9.37: Bar 26-28 of Un souffle de l’air que respirait le passé. 
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With this identical RHS for both pieces I composed two pieces that are completely different in 
sounding structure and evolution of tension, thus showing that the artistic decisions of the composer 
are more important than the ‘objective’ and ‘cerebral’ elements provided by a strict serial technique. 
Whereas Danse du feu starts and ends with a climax (high tension) and has one more climax in the 
middle, with moments of lower tension in between, the tension curve of Un souffle de l’air que 
respirait le passé has the complete opposite curve, as can be seen in Example 9.38, which shows the 
tension curves of both pieces. Also the tempo structure and instrumentation of both pieces are 
completely different. On the level of expression, both pieces are complete opposites: where the general 
idea of Danse du feu is energy and force, of the hic et nunc, the idea behind Un souffle de l’air que 
respirait le passé is one of contemplation and melancholy, of things long gone, à la recherche du 
temps perdu. 
 
 
Example 9.38: Contrasting tension curves of Danse du feu (top)  
and Un souffle de l’air que respirait le passé (bottom). 
 
 
 
9.6 Danse de l’eau et de l’air  
 
9.6.1 Construction of the series 
 
Danse de l’eau et de l’air is the first piece (and only piece within the Elements Project) based on a 
general CIG-series. All groups of successive notes of any cardinality are CIG’s. During the 
construction of the series, the two Extension Rules described in Section 5.4.4 were observed. The first 
time this was necessary was after series note 6. As can be seen in the series shown in Example 9.39, 
the CIG between series notes 4, 5 and 6 (A, D, E flat) ends on ic 1, whereas the CIG is not a 
permutation of an instance of [3-1]. Therefore the choice of series note 7 (and the CIG-3 between 
notes 5, 6 and 7) was limited by the first Extension Rule for general CIG-serialism570. Note 7 had to be 
at ic 1 from at least one of the notes of the preceding CIG. This is the case, since note 7 (C sharp) and 
note 5 (D) are a semitone apart. 
 
The second Extension Rule had to be applied for the first time after the CIG between notes 28, 29 and 
30 (G, G sharp, A). The next note (note 31) is at ic 1 distance from note 28, therefore the rule is 
observed and the series remains a general CIG-series. 
 
 
                                                
570 See Section 5.4.4. 
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Example 9.39: The series of Danse de l’eau et de l’air.571 
 
The series of Danse de l’eau et de l’air is a 56-CIG series with a strict internal structure: not only is it 
invariant (its retrograde is the same as its transposed prime form (P0 = R11), the series can also be 
divided in four equal subsections each containing 14 notes. Notes 15 to 28 are the same as a 
transposition of the retrograde inversion of notes 1 to 14 (P0 (notes 1-14) = RI10 (notes 15-28)), notes 29 to 42 
are the same as a transposition of the inversion of notes 1 to 14 (P0 (notes 1-14) = I9 (notes 29-42)), and notes 
43 to 56 are the same as a transposition of the retrograde of notes 1 to 14 (P0 (notes 1-14) = R1 (notes 43-
56)).572  
 
 
9.6.2 Construction of the RHS 
 
9.6.2.1 Pitch distribution in series 
 
The construction of the RHS for Danse de l’eau et de l’air started with an assessment of the frequency 
of occurrence of all different pitch classes in the series. The number of times each pitch class occurs in 
the series is shown in the table of Example 3.40. As can be seen, the distribution is highly ‘balanced’; 
each pitch class occurs either four or five times.573 
 
 
 C C# D D# E F F# G G# A A# B 
P0 1 2 1 1 1 1 1 1 0 1 2 2 
RI10 1 1 1 1 1 2 1 2 2 1 0 1 
I9 1 1 1 1 1 1 2 1 2 2 1 0 
R1 2 1 2 1 1 1 1 1 1 0 1 2 
total 5 5 5 4 4 5 5 5 5 4 4 5 
 
Example 9.40: Frequency of occurrence of all pitch classes in the four subsections of the series of Danse de l’eau et de l’air. 
 
If, together with the original series, a series transposed a major third higher (+4), and one transposed a 
major third lower (-4 of +8) would be used in the RHS, there would be exactly the same number of 
rhythmic cells for all pitch classes. This would make the RHS perfectly balanced. We will see that this 
aim had to be abandoned in order to obtain a suitable distribution of rhythmic cells in the RHS. 
                                                
571 The interval class between successive series note is also indicated. As can be noticed, ic 6 is positive (+6) when the ic 5 
preceding or following it (i(-n) or i(+n)) is negative and vice versa. 
572 The structure of this series and the series of Danse du feu bears similarities to the internal structure of Paul Klee’s work 
New harmony (1936) which is used as a cover illustration to the present dissertation (On New Harmony by Paul Klee, see 
also: Allen Shawn, Arnold Schoenberg’s Journey, Harvard University Press, 2002, pp. 208-9). 
573 Compare this with the ‘unbalancedness’ of the series of A l’image du monde…originel and A l’image du monde…double. 
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9.6.2.2 Number of notes in rhythmic cells 
 
In the RHS of Danse de l’eau et de l’air, the number of notes (or note lengths) in each rhythmic cell is 
proportional to the degree of dissonance of the interval between the series note in question and the 
neighbouring notes. Rhythmic cells of notes that form larger (most of the time less dissonant)574 
intervals with their direct neighbours contain fewer note lengths than rhythmic cells of notes that form 
smaller (and generally more dissonant) intervals with their surrounding notes. (Note 4 (A), for 
instance comes after C sharp and before D, forming rather consonant intervals (ordered ic -4 and +5). 
Therefore the rhythmic cell of note 4 will consist of less notes than that of, for instance note 1, which 
is at ic 1 distance from both its neighbours. In order to determine the number of note lengths in the 
rhythmic cell of a note n, a value X is calculated as the sum of the absolute values (abs) of the interval 
classes between note n and its direct neighbours (i(-n) and (i(+n)): 
 
X = abs(i(-n)) + abs(+i(+n)) 
 
Based on the value of X, the number of note lengths N for the rhythmic cell of note n is than 
determined according to the distribution shown in the table of Example 9.41. 
 
 
X 2 3 4 5 6 7 9 11 
N 9 8 7 6 5 4 3 2 
 
Example 3.41: Number of note lengths N in rhythmic cells for each value of X.575 
 
 
Note 4 (A), which is at ic distance -4 and +5 from its neighbours has a value for X = 4 + 5 = 9. 
Therefore N = 3 for note 4, and its rhythmic cell contains three notes. 
 
 
9.6.2.3 Relative note lengths in rhythmic cells 
 
A first step in the determination of rhythmic cells for all series notes consists of determining the 
relative note lengths in the cells, that is the note lengths independent of augmentation. The starting 
relative length in the rhythmic cell of note n is determined as the sum of the absolute values (abs) of 
the interval classes between note n and its direct neighbours (i(-n) and (i(+n)) modulo 6:  
 
SL(n) = abs(i(-n)) + abs(+i(+n)) (mod6) 
 
For instance: 
 
SL(1) = 1 + 1 = 2 
SL(2) = 1+3 = 4 
SL(3) = 3 - 4 = 5 
SL(4) = 4 + 5 = 3 
SL(5) = 5 + 1 = 6 
… 
 
For the next relative note lengths in the rhythmic cell of note n, the relative note length on position p 
(p ≥ 2) is determined as follows:  
 
                                                
574 Only ic 6 is an exception here. 
575 Values 8 and 10 are absent in the table, because the sum of absolute values of two successive interval classes in the series 
is never 8 or 10. 
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Ln(p) = Ln(p-1) + i(+(n+p-2)) (mod6) 
 
Where Ln(p) stands for the relative note lengths in position p within the rhythmic cell of note n, Ln(p-
1) for the previous relative note length, and i(+(n+p-2) for the ordered interval class between series 
note n+p-2 and the next series note. For instance:  
 
Ln(2) = SL(n) + i(+n) (mod6) 
Ln(3) = Ln(2) + i(+(n+1)) (mod6) 
… 
 
 
9.6.2.4 Augmentation of rhythmic cells 
 
After determining the relative lengths an augmentation is determined in order to obtain the (absolute) 
note lengths in all rhythmic cells. As a virtual starting value (not belonging to any series note), 
AUG(0) is set at 1 (AUG(0) = 1). The general rule for all series notes n in the original (non-
transposed) series of Danse de l’eau et de l’air is: 
 
AUG(n) = AUG(n-1) +i(-n) + i(+n) (mod6) 
 
For instance: 
 
AUG(1) = 1 + -1 + -1 = -1 = 6 
AUG(2) = 6 + -1 + 3 = 8 = 2 
AUG(3) = 2 + 3 + -4 = 1 
… 
 
In the transposed versions of the series, for every series note: 4 is added to (in transposition +4) or 
subtracted from (in transposition -4) the augmentation of the original form (modulo 6). 
 
 
9.6.2.5 Distance between beginnings of rhythmic cells 
 
The distance between the beginnings of the rhythmic cells in the RHS of Danse de l’eau et de l’air 
Depends on the total duration of the piece. Since the duration of the piece will be (ca.) 12 minutes, and 
the series is used three times consecutively, each part of the RHS based on one occurrence of the 
series lasts four minutes. At 60 crotchets per minute this means there are 240 crotchets or 960 
semiquavers for each consecutive occurrence of the series. This value is approximated when the 
following formula is applied to calculate the distance of entrance of the rhythmic cell for note n+1 
after the beginning of the rhythmic cell for note n: 
 
DIS = [(7-AUG)x(N + abs(+i))/4] + (3 x AUG) 
 
In this formula DIS stands for the distance in semiquaver between the beginnings of the rhythmic cells 
of notes n and n+1, AUG is the augmentation for note n+1, N its N-value, and +i the ordered interval 
class between notes n and n+1. 
 
This results in total DIS for the original un-transposed series S0 = 947, for the transposition +4 S4 = 
938, and for S8 = 942. These values are just under the pursued 960, which is admissible. However, if 
only these three series were used in the piece, it would yield distances between rhythmic cells that may 
lead to undesirable gaps. Therefore extra occurrences of the series needed to be considered. In a first 
instance I designed a construction where each transposition of the series occurred three times. The 
core of the construction consisted of the succession of the original series S0 (with its successive 
subsections P0, RI10, I9 and R1), the +4 transposition S4 (P4, RI2, I1 and R5), and the +8 
transposition S8 (P8, RI6, I5 and R9). The core is supplemented as indicated in Example 9.42. As can 
 235 
be seen, the density of the construction increases towards the middle (where four series are used 
simultaneously) and decreases back towards the end. This reflects the desired tension curve for the 
piece and is therefore an example of teleology. 
 
 
P0 RI10 I9 R1 P4 RI2 I1 R5 P8 RI2 I1 R5 
  P4 RI2 I1 R5 P4 RI2 I1 R5   
 P8 RI2 I1 R5 P8 RI2 I1 R5    
   P0 RI10 I9 R1 P0 RI10 I9 R1  
 
Example 9.42: Combination of series forms with each the transposition of the series occurring three times  
(the original series S0 is indicated with a grid background, S4 without background and S8 in grey). 
 
 
The structure proved to be too dense, however. I chose to restrict it in order to obtain a sparser texture 
in the piece. This resulted in the structure represented in Example 9.43. In this structure, the original 
core of three transpositions is complemented with two inversions of the series, the inversion on the 
original series (consisting of I0, R4, P3, RI1, indicated with horizontal lines in Example 9.43) and the 
inversion transposed nine semitones higher (which is identical to S0 starting at note 29: I9, R1, P0, 
RI10, indicated with vertical lines in Example 9.43). 
 
 
P0 RI10 I9 R1 P4 RI2 I1 R5 P8 RI2 I1 R5 
   I9 R1 P0 RI10      
     I0 R4 P3 RI1    
 
Example 9.43: Succession of the the series in the RHS of Danse de l’eau et de l’air.  
The core is complemented with two versions of the inversion of the original series  
(indicated with horizontal and vertical lines). 
 
 
The second time the inversion occurs (bottom row in Example 9.43) it is un-transposed (starting on 
B), the first time (middle row in Example 9.43) it is transposed a minor third lower (+9; starting on G 
sharp). This way, the choice of transpositions for the inversions results in a highly ‘balanced’ 
distribution of pitch classes in the combined series (although not all series notes occur the same 
number of times in the inversions), as the list in Example 9.44 shows. 
 
 
 C C# D D# E F F# G G# A A# B 
Inv0 4 4 5 5 5 5 4 4 5 5 5 5 
Inv9 5 5 5 4 4 5 5 5 5 4 4 5 
total 9 9 10 9 9 10 9 9 10 9 9 10 
 
Example 9.44: Distribution of pitch classes in the inversion of the series used in Danse de l’eau et de l’air. 
Each pitch class occurs 9 or 10 times, which makes the construction highly balanced. 
 
 
In the RHS of Danse de l’eau et de l’air, each new version of the series starts at the corresponding 
section of the series in the core of the structure. The first section of the +9 transposition of the 
inversion (I9) for instance starts simultaneously with the rhythmic cell of note 43 of S0 (the first note 
of section R1 in S0 (B natural)). All other rules for the construction of rhythmic cells and their 
distribution in time remain unchanged. 
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9.7 A l’image du monde…originel & double 
 
9.7.1 Introduction 
 
As was discussed above, in order to show that the impact of the RHS of a piece is limited, and that the 
creative role of the composer is prevalent even in strictly ‘constructed’ music such as that composed 
with the technique of CIG-serialism, I wrote two completely differently sounding pieces (Danse du feu 
and Un souffle de l’air que respirait le passé) with the same RHS. This proved that one and the same 
RHS may lead to at least two different results; it doesn’t prove, however, that the composer has total 
control over the result. It may still be the case that not all imaginable outcomes are possible with a 
specific RHS. Of course, this is exact to a certain extent; it is even the point that I wanted to make: 
CIG-serialism necessarily yields highly atonal and dissonant music. That certainly limits the 
possibilities of the technique, but that was exactly the aim of the present research. It does not mean, 
however, that a composer has only limited choices as to the sounding result. A specific RHS may yield 
any sound result that a composer may have in mind. To prove this claim, I composed two pieces that 
are essentially ‘identical’ starting from different series and RHS’s: A l’image du monde…originel and 
A l’image du monde…double, the two piano pieces that accompany Danse de l’eau et de l’air. The 
second of the piano pieces (A l’image du monde…double) was also composed in the context of the 
POINT project led by dr. Gerhard Nierhaus at the KunstUni Graz (Austria).576  
 
 
9.7.2 A l’image du monde…originel  
 
9.7.2.1 Construction of the series 
 
With A l’image du monde…originel (2012) I wanted to explore the extreme registers of the piano. 
Since the cluster A-C occurs at both ends of the instrument’s register, I constructed a 3/4-CIG series 
that started and ended on the pitch classes belonging to the cluster A-C, as can be seen in the series in 
Example 9.45 a and b. 
 
 
Example 9.45 a: The series of A l’image du monde…originel.577 
                                                
576 For an extended description of my contribution to this project, see: Bart Vanhecke, Straightening the Tower of Pisa. In 
Gerhard Nierhaus (ed.), Patterns of Intuition, Musical Creativity in the Light of Algorithmic Composition. Berlin & 
Heidelberg: Springer Verlag, forthcoming. Part of the present text is taken from my contribution to the book. 
577 Note that there is a mutation in A l’image du monde…originel: series note 18 ‘should be’ B flat instead of B natural. This 
mutation originates from a mistake, but as a result, the right hand plays B and C at the end of bar 6 (instead of possibly A and 
B flat), which is in a more extreme register than it would have been without the mutation. I see it therefore as an 
improvement. This anomaly was mentioned to me by Daniel Mayer in the context of the POINT-project. 
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Example 9.45 b: Notes 54-1 in the series of A l’image du monde…originel, 
containing all the pitch classes of cluster A-C. 
 
 
A second feature of the series of A l’image du monde…originel is that its second half (notes 28-54) is 
the inversion of its first half (notes 1-27). In addition, during the process of exploration of the series, I 
noticed that the series of A l’image du monde…originel had an interesting but unpremeditated feature: 
it is unbalanced, meaning that the frequency of occurrence of the different pitch classes is not 
homogeneously distributed. As can be seen in Example 9.46, showing the pitch class distribution of 
the series of A l’image du monde…originel, the pitch classes belonging to cluster A-C occur more 
frequently (on average) than the other pitch classes. Although this feature was not intended, it serves 
the aim of exploring the extreme registers of the piano perfectly. A second remarkable feature is the 
absence of pitch class F in the series of A l’image du monde…originel. 
 
 
Example 9.46: Pitch class distribution in the series of A l’image du monde…originel. 
 
In A l’image du monde…originel, each form of the series is used once in the following order of 
appearance: prime form, retrograde inversion, inversion and finally retrograde. 
 
 
9.7.2.2 Determination of the number of notes in each rhythmic cell in the RHS 
 
The RHS for A l’image du monde…originel is based on the interval class information contained in the 
series. First the number of note lengths in each rhythmic cell was determined. N is defined as the 
number of note lengths in the rhythmic cell for series note n; it is calculated with the following 
formula: 
 
N = integer (S/4 + W/2) 
 
where  
 
S = abs(-i) + abs(+i).578  
 
                                                
578 ‘abs’ stands for ‘absolute value’. 
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-i is the interval class between note n and the preceding note in the series; +i is the interval class 
between n and the note following n in the series. ‘Integer’ means that the result of ‘S/4 + W/2’ is 
rounded off upwards or downwards to the nearest integer.  
 
W= abs(+i + -i) + frequency of occurrence of the pitch class n in the series. 
 
N varies between 3 and 8. For the first note in the series (B natural, occurring six times in the whole 
series), for instance, S = 2, W = 2 + 6 = 8, and therefore N = integer( 2/4 + 8/2) = 4. 
 
 
9.7.2.3 Determination of the relative note lengths in each rhythmic cell 
 
The information to determine (relative) note lengths is also taken from the interval class values for the 
series. In this process I distinguish between prime form (P) and inversion (I) on the one hand and 
retrograde (R) and retrograde inversion (RI) on the other: 
 
For P and I, the series of unordered interval class numbers is run through in forward direction (from 
left to right): 
 
1 3 1 5 1 4 3 1 3 2 1 5 1 6 5 4 1 2 1 4 1 2 3 4 5 6 1  
 
For R and RI, it is run through backwards: 
 
Each series notes is attributed N consecutive numbers from the list, starting with the first number for 
note 1.  
 
Note 1 (N = 4):  1 3 1 5 
 
The next series notes continues the list after the last number of the previous series note: 
 
Note 2  (N = 5): 1 4 3 1 3 
Note 3 (N = 6):  2 1 5 1 6 5 
… 
 
A complete list is provided in Examples 9.47 a and b. 
 
 
9.7.2.4 Determination of augmentations 
 
In A l’image du monde…originel, the augmentations for rhythmic cells (AUG) are determined as the 
sum of the values for relative note lengths of the rhythmic cell (modulo 6). 
  
ex: for note 1 AUG = 1+3+1+5 (mod 6) = 4 
 
This yields a lot of high numbers (esp. 6) in the beginning of the prime form of the series. Since I 
intended a hectic climax at the beginning and end of the piece, the long values are unsuitable. 
Therefore, as a case of teleological mutations, the numbers are turned around for P but kept unchanged 
for I (simile for RI en R respectively).  
 
For R and I:  AUG = sum of note lengths of rhythmic cell modulo 6  
For P and RI: AUG = 6 – (sum of note lengths of rhythmic cell modulo 6) + 1 
 
e.g.: AUG for note 1 = 3 in version P.  
 
The result is given in lists in Examples 9.47 a and b. 
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Note     N         relative note lengths     augmentation 
                  P          I 
1 4 1 3 1 5 3 4 
2 5 1 4 3 1 3 1 6 
3 6 2 1 5 1 6 5 5 2 
4 6 4 1 2 1 4 1 6 1 
5 7 2 3 4 5 6 1 1 3 4 
6 7 3 1 5 1 4 3 1 1 6 
7 5 3 2 1 5 1 1 6 
8 5 6 5 4 1 2 1 6 
9 6 1 4 1 2 3 4 4 3 
10 3 5 6 1 1 6 
11 4 1 3 1 5 3 4 
12 7 1 4 3 1 3 2 1 4 3 
13 6 5 1 6 5 4 1 3 4 
14 8 2 1 4 1 2 3 4 5 3 4 
15 6 6 1 1 3 1 5 2 5 
16 6 1 4 3 1 3 2 5 4 
17 6 1 5 1 6 5 4 3 4 
18 5 1 2 1 4 1 4 3 
19 5 2 3 4 5 6 5 2 
20 6 1 1 3 1 5 1 1 6 
21 7 4 3 1 3 2 1 5 6 1 
22 4 1 6 5 4 3 4 
23 5 1 2 1 4 1 4 3 
24 3 2 3 4 4 3 
25 5 5 6 1 1 3 3 4 
26 3 1 5 1 6 1 
27 7 4 3 1 3 2 1 5 6 1 
 
28 4 1 6 5 4 3 4 
29 5 1 2 1 4 1 4 3 
30 6 2 3 4 5 6 1 4 3 
31 6 1 3 1 5 1 4 4 3 
32 7 3 1 3 2 1 5 1 3 4 
33 7 6 5 4 1 2 1 4 2 5 
34 5 1 2 3 4 5 4 3 
35 5 6 1 1 3 1 1 6 
36 6 5 1 4 3 1 3 2 5 
37 3 2 1 5 5 2 
38 4 1 6 5 4 3 4 
39 7 1 2 1 4 1 2 3 5 2 
40 6 4 5 6 1 1 3 5 2 
41 8 1 5 4 3 1 3 2 1 5 2 
42 6 5 1 6 5 4 1 3 4 
43 6 2 1 4 1 2 3 6 1 
44 6 4 5 6 1 1 3 5 2 
45 5 1 5 1 4 3 5 2 
46 5 1 3 2 1 5 1 6 
47 6 1 6 5 4 1 2 6 1 
48 7 1 4 1 2 3 4 5 5 2 
49 4 6 1 1 3 2 5 
50 5 1 5 1 4 3 5 2 
51 3 1 3 2 1 6 
52 5 1 5 1 6 5 1 6 
53 3 4 1 2 6 1 
54 7 1 4 1 2 3 4 5 5 2 
 
Example 9.47 a: Rhythmic cells for P and I 
of A l’image du monde…originel. 
 
 
Note     N         relative note lengths     augmentation 
                         R          RI 
1 4 1 6 5 4 4 3 
2 5 3 2 1 4 1 5 2 
3 6 2 1 4 5 6 1 1 6 
4 6 5 1 2 3 1 3 3 4 
5 7 4 1 5 1 3 1 1 4 3 
6 7 6 5 4 3 2 1 4 1 6 
7 5 1 2 1 4 5 1 6 
8 5 6 1 5 1 2 3 4 
9 6 3 1 3 4 1 5 5 2 
10 3 1 3 1 5 2 
11 4 1 6 5 4 4 3 
12 7 3 2 1 4 1 2 1 2 5 
13 6 4 5 6 1 5 1 4 3 
14 8 2 3 1 3 4 1 5 1 2 5 
15 6 3 1 1 6 5 4 2 5 
16 6 3 2 1 4 1 2 1 6 
17 6 1 4 5 6 1 5 4 3 
18 5 1 2 3 1 3 4 3 
19 5 4 1 5 1 3 2 5 
20 6 1 1 6 5 4 3 2 5 
21 7 2 1 4 1 2 1 4 3 4 
22 4 5 6 1 5 5 2 
23 5 1 2 3 1 3 4 3 
24 3 4 1 5 4 3 
25 5 1 3 1 1 6 6 1 
26 3 5 4 3 6 1 
27 7 2 1 4 1 2 1 4 3 4 
 
28 4 5 6 1 5 5 2 
29 5 1 2 3 1 3 4 3 
30 6 4 1 5 1 3 1 3 4 
31 6 1 6 5 4 3 2 3 4 
32 7 1 4 1 2 1 4 5 6 1 
33 7 6 1 5 1 2 3 1 1 6 
34 5 3 4 1 5 1 2 5 
35 5 3 1 1 6 5 4 3 
36 6 4 3 2 1 4 1 3 4 
37 3 2 1 4 1 6 
38 4 5 6 1 5 5 2 
39 7 1 2 3 1 3 4 1 3 4 
40 6 5 1 3 1 1 6 5 2 
41 8 5 4 3 2 1 4 1 2 4 3 
42 6 1 4 5 6 1 5 4 3 
43 6 1 2 3 1 3 4 2 5 
44 6 1 5 1 3 1 1 6 1 
45 5 6 5 4 3 2 2 5 
46 5 1 4 1 2 1 3 4 
47 6 4 5 6 1 5 1 4 3 
48 7 2 3 1 3 4 1 5 1 6 
49 4 1 3 1 1 6 1 
50 5 6 5 4 3 2 1 6 
51 3 1 4 1 6 1 
52 5 2 1 4 5 6 6 1 
53 3 1 5 1 1 6 
54 7 2 3 1 3 4 1 5 1 6 
 
Example 9.47 b: Rhythmic cells for R and RI 
of A l’image du monde…originel. 
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Knowing the rhythmic cell of note 1 has four durations (1, 3, 1 and 5) in augmentation 3 (1= 
semiquaver, 2 = quaver, etc.) the rhythmic cell for note 1 in the prime form (P) of the series is shown 
in Example 9.48: 
 
 
Example 9.48: Rhythmic cell for note 1  
in the prime form (P) of A l’image du monde…originel. 
 
 
9.7.2.5 Determination of the distance between beginning of rhythmic cells  
 
The whole piece is meant to last ca. 5 minutes. There are four occurrences of the series (once in every 
form P, I, R and RI, (see above)). The beginning and ending are faster and more energetic than the 
(calmer) middle section. The following temporal structure was put forward: 
 
 
 
The sum of all values for S (see Section 9.7.2.2 ) is 304. This is close to the 4 times 75, the number of 
beats that can be accorded to each of the four series forms in order to obtain a piece of ±300 beats. The 
distance between beginnings of rhythmic cells of note x and next occurring note (DISx) is therefore 
determined as the number of semiquavers (1/4 beats) equal to S for note x. For triplets (AUG 2 and 4), 
the distance is rounded off to the semiquaver closest to the calculated distance. 
 
As another case of a teleological mutation, for R and I the series of values of S is turned around (7 11 
9 7 5 …) because the series contains lower values in the beginning and higher values at the end and I 
want the piece to begin and end with denser rhythm. 
 
For P and R: DISx = Sx semiquavers 
For I and RI: DISx = S(55-x) semiquavers. 
 
An overview of the distribution of DIS over the four forms of the series is shown in Example 9.49. 
 
 
form notes DIS 
P 1!54 1!54 
RI 54!1 1!54 
I 1!54 54!1 
R 54!1 54!1 
 
Example 9.49: Distribution of DIS over the four forms  
of the series of A l’image du monde…originel. 
..
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The distance between the start of rhythmic cells 1 and 2 in the RHS: DIS(1) = 2. This means the 
rhythmic cell of note 2 starts 2 semiquavers later than that of note 1. The first four bars of the RHS 
resulting from this procedure is shown in Example 9.50: 
 
 
Example 9.50: Bar 1-4 of the RHS of A l’image du monde…originel. 
 
 
9.7.3 A l’image du monde…double  
 
A l’image du monde…double was composed in the context of the Patters of Intuition (POINT) project 
led by dr. Gerhard Nierhaus at the KunstUni Graz. In this project, a research team explores “the 
creative act of composing by means of algorithmic composition”579 The creative processes of the 
composers involved were investigated and simulated by algorithmic processes. For me, this was an 
exquisite opportunity to compose a ‘double’ for A l’image du monde…originel, a second piano piece 
that is essentially identical to its ‘original’: A l’image du monde…double. This piece was meant to 
have the same essential characteristics as A l’image du monde…originel although the two pieces 
would be based on different series and RHS’s. 
 
In order to obtain a double that is essentially identical to the original, the relevant criteria and 
characteristics of the two pieces had to be the same, not just in the surface structure (the score), but 
also in the sub-structural levels (series and RHS). 
 
The construction of series for A l’image du monde…originel was done according to three main 
criteria: 
 
1. The series is a 54-note 3/4-CIG series. 
2. The beginning and end contain all pitch classes of the cluster A-C. 
3. The second half of the series is the inversion of the first half. 
 
These criteria were imposed by me; they are the result of deliberate choice, of self-imposed restriction, 
not of restrictions inherent to a compositional technique. In addition to these three criteria, the series 
appeared to have two more important characteristics:  
 
1. The series of A l’image du monde…originel is unbalanced, containing the pitch classes belonging to 
the cluster A-C more frequently than the others. 
                                                
579 See abstract of: Gerhard Nierhaus (ed.), Patterns of Intuition, Musical Creativity in the Light of Algorithmic Composition. 
Berlin & Heidelberg: Springer Verlag, 2014. 
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2. Pitch class F is absent from the series of A l’image du monde…originel. Together with E, F is the 
pitch class furthest away from the centre of the cluster A-C. 
 
These five criteria and characteristics are relevant for the composition of A l’image du 
monde…originel. In combination with the construction rules for the RHS, they are the sub-structural 
backbone of the piece. These very same characteristics were used in the construction of the series and 
RHS of A l’image du monde…double. The POINT-researchers constructed algorithms for the 
construction of a series that possesses all of them. In a modelling process, a computer calculated 
dozens of such series, of which I chose the one that seemed the most appropriate to me. This series is 
shown in Example 9.51. 
 
 
 
 
Example 9.51: The computer generated series of A l’image du monde…double. 
 
 
The graph representing the pitch class distribution in Example 9.52 reveals that the series of A l’image 
du monde…double is more outspokenly unbalanced than the series of A l’image du monde…originel. 
Indeed, relatively the pitch classes of cluster A-C occur relatively more frequently than the others in 
the series of A l’image du monde…double than in the series of the ‘original’ (compare Example 9.52 
with Example 9.46).  
 
 
 
 
Example 9.52: Pitch class distribution in the series of A l’image du monde…double.580  
                                                
580 Note that in the series of A l’image du monde…double, pitch class E is absent instead of pitch class F. 
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The A-C clusters at the ‘beginning’ and ‘end’ of the series of A l’image du monde…double (shown in 
Example 9.53) is much more extended than the cluster in the series of A l’image du monde…originel 
(see Example 9.45 b). It is also much more symmetrically spread: four notes at both ‘beginning’ and 
‘end’ of the series.581 
 
 
 
Example 9.53: A-C cluster between notes 51 and 4  
in the series of A l’image du monde…double. 
 
 
The next step in the composition process was to construct a RHS for A l’image du monde…double. 
This was done on the basis of exactly the same formulas as were used in A l’image du 
monde…originel. This step could therefore be considered entirely ‘mine’. Since the series of A l’image 
du monde…double is different from that of A l’image du monde…originel, it has a different interval 
class content, and therefore starts from different data, resulting in a different RHS. 
 
The contribution of the POINT project stopped at this point. The transformation of the RHS into a 
surface structure (the score) was left up to me. As was mentioned above, I tried to compose A l’image 
du monde…double in such a manner that A l’image du monde…originel and A l’image du 
monde…double were essentially identical. Since they start from a different RHS, they could not be 
strictly identical, but I tried to make them so similar that it should become impossible to say which 
piece is the original and which one the double. A l’image du monde…double should not be perceived 
as a variation of A l’image du monde…originel any more than the other way around. In order to 
achieve this, I used not only the series and RHS of A l’image du monde…double for the composition 
of the ‘double’, but at all times I had the score of A l’image du monde…originel in front of me. I tried 
to ‘copy’ A l’image du monde…originel with the material of A l’image du monde…double. This way, 
the pieces became as similar to each other as, for instance, the different Marilyn Monroe portraits by 
Andy Warhol, or Arnold Böcklin’s five versions of the painting Die Toteninsel (The Isle of the Dead). 
Examples 9.54 a and b show the opening bars of both twin pieces. 
 
Because of its more outspoken characteristics, the series of A l’image du monde…double may be 
called ‘more perfect’ than the series of A l’image du monde…originel. The former piece meets the 
criteria better. This raises important questions about authorship and artistic perfection: if the series of 
A l’image du monde…double is ‘more perfect’ than my own series, is A l’image du monde…double 
then a more perfect piece than A l’image du monde…originel? Can I legitimately call the computer-
generated series mine?  
 
In order to answer these questions it is important to distinguish between voluntary and involuntary 
elements in the process of composition, between controlled and automatic cognitive processes on the 
series construction level.582 The construction of the series for A l’image du monde…originel involved 
controlled processes, such as the deliberate choice for a CIG-3/4 series, the central A-C cluster and the 
inversive symmetry of the series, but also processes that escaped my control completely, such as the 
fact that the series is unbalanced and does not contain pitch class F, or to a large extent, such as the 
limited possibilities of successive CIG’s. Comparing A l’image du monde…originel with A l’image du 
monde…double showed that all the controlled essential elements of A l’image du monde…originel are 
also controlled by me according to my criteria for the construction of the series of A l’image du 
                                                
581 The symmetrical distribution of the large A-C cluster in the series is actually the element that determined my choice for 
this series among the dozens of series generated by the computer. 
582 The processes of construction of the RHS and of transformation of the RHS into the score were identical on the level of 
control in both cases, as was discussed above. 
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monde…double. The essential elements that were not controlled by me in the series of A l’image du 
monde…double were the result of automatic computer processes, but those elements escaped my 
control anyway. Therefore I concluded that I was entitled to be called the sole composer of A l’image 
du monde…double. The computer is no more the co-author of A l’image du monde…double than the 
pencil I used in the composition of A l’image du monde…originel is the co-author of the ‘original’ 
piece. The composition of A l’image du monde…double did not escape my control any more than the 
composition of A l’image du monde…originel . 
 
 
 
 
 
(a) 
 
 
 
(b) 
 
Example 9.54 a & b: Bars 1-3 from (a) A l’image du monde…originel and  
(b) A l’image du monde…double, illustrating the striking resemblance between both pieces. 
 
 
The computer was not more than a tool in the composition of A l’image du monde…double, just like 
the pencil I use was only a tool in the composition of A l’image du monde…originel. Of course, my 
pencil does help me in finding the optimal solution. Without a writing tool of some sort, I would not 
be able to structure my pieces the way I do. It helps me visualise my composition. What the computer 
did for me is help me construct a series. I normally use a kind of domino card system (with all CIG-
3’s) as a tool to construct a series. As far as I was concerned, he computer played just that role: an 
electronic domino card system.  
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The series of A l’image du monde…double can be called ‘more perfect’ than the series of A l’image du 
monde…originel, in the sense that it meets the construction criteria better. This does not entail 
however that the ‘double’ is aesthetically more perfect than the ‘original’ version. Perfection is not a 
criterion for aesthetic value. It is often the case that voluntary or involuntary imperfections add 
aesthetic value to the artworks. The campanile of Pisa would probably not have been as attractive and 
fascinating, or as famous, if it would not have the imperfection that makes it lean over dangerously.583 
The greater perfection of the series of A l’image du monde…double doesn’t make the ‘double’ 
aesthetically any more valuable than A l’image du monde…originel in my eyes. I cannot even 
subjectively call one series ‘more perfect’ than another.  
 
By composing two contrasting pieces with the same substructure and two essentially identical pieces 
with different calculated material I showed the relative impact of that material on the end result. The 
strictly calculated starting conditions only have a very limited influence on the end result that is still 
completely determined by the aesthetic judgment of the composer. Indeed, a piece is determined by 
the material it is composed with, just like human beings are determined by their purely biochemical 
genetic material. Still, the same genetic material can result in completely different personalities. 
External influences, education and experience play a major role in formation of a personality. 
Similarly, the composer’s artistic personality plays the most important role in all artistic creation, even 
the most rigorously strict one. This crucial part of the composition process, the artistic transformation 
of the RHS into the surface structure (the score), is only superficially discussed in the present thesis, 
because it is the least measurable, the least assessable, and the most intuitive part of the process, the 
part that mostly escapes verbal description. It is also the most personal part of my artistic practice, and 
therefore the least relevant on a more general level. 
 
 
9.7.4 T-analysis of A l’image du monde…originel  
 
The present research showed that general CIG-serialism leads to highly atonal and dissonant music in 
a systematic way. Indeed, the degree of tonality of a general CIG- series can never exceed a T-value of 
32 (when the series notes combine to form an instance of [6-z3i]). In the series of A l’image du 
monde…originel this happens twice. This can be seen in Example 9.55, listing all possible T-values in 
the series. A graph of the highest T-values for each note (indicated in Grey in Example 9.55) is shown 
in Example 9.56).  
 
For each series note, the T-values of all ordered pc-sets contained in the series that end on the series 
note in question is given in the list of Example 9.55. Note 1 (B natural), for instance forms an instance 
of [2-1] with the ‘previous’ note (note 54, B flat); there’s an instance of [3-5] between notes 53 to 1 as 
well as between notes 52 and 1 (E, B flat, B), an instance of [4-8] between notes 51 and 1 (D sharp, E, 
B flat, B) and so on. The corresponding T-values for note 1 can be read in the first row of Example 
9.55. The highest T-value in this row is 16 for 6-z4 between notes 49 and 1 (D, C, D sharp, E, B flat, 
B). The highest T-value in the entire series is reached at series notes 10 and 51, both instances of [6-
z3i]. This doesn’t mean that the degree of tonality of A l’image du monde…originel will be at its 
highest level at the occurrence of notes 10 and 51; it only guarantees it will not be higher than 32. 
 
 
 
 
 
 
                                                
583 These remarks are (in slightly different form) also part of my article in the POINT-book (see: Bart Vanhecke, 
Straightening the Tower of Pisa. In Gerhard Nierhaus (ed.), Patterns of Intuition, Musical Creativity in the Light of 
Algorithmic Composition. Berlin & Heidelberg: Springer Verlag, forthcoming). The title of the article refers to the idea of 
‘perfection’ in the case of a ‘straight Leaning Tower’. 
 246
 
 
Example 9.55: List of T-values in the analysis of the series of A l’image du monde…originel.  
The highest value for each series note is indicated in grey. 
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Example 9.56: Maximum T-values in series of A l’image du monde…originel 
(unit of the horizontal axis = demi-semiquaver). 
 
 
The highest T-value of 32 is actually reached in A l’image du monde…originel. This happens on the 
third beat of bar 3, where series notes 8 and 10 form instances of 6-z3i as a result of the chord rule. 
This level is only sustained for a length of 5 demi-semiquavers however. It comes at a short stop and 
is immediately followed by a loud and accentuated chromatic cluster (see the score in Example 9.54 
a), lowering the degree of tonality back to T(6-1) = 15. The short moment of raised degree of tonality 
can be seen around unit 85 in the graph in Example 9.57 representing the T-curve for the first three 
bars of A l’image du monde…originel.  
 
 
 
 
Example 9.57: T-curve for A l’image du monde…originel bar 1-3 
(unit of the horizontal axis = demi-semiquaver). 
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The list with T-values and PC-values in Appendix 1 might be used during the process of composition 
of the score to choose sound combinations in such a way that always the lowest possible degree of 
tonality is obtained and occurrences of instances of [6-3i] are avoided. I did not use this procedure in 
the composition of A l’image du monde…originel, because it would have limited my choice as a 
composer too much and it may have disturbed the homogeneity of the sound result. Also, the 
relatively high T-value for [6-z3i] may just be the result of an imperfection in the T-formula.  
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Conclusion and further directions 
 
 
1. Conclusion  
 
The search for an answer to the central research question of the present dissertation—whether the 
technique of CIG-serialism yields highly atonal and dissonant music and whether this result can be 
enhanced—started from Reginald Smith Brindle’s assumption about the characteristics of what he 
calls ‘atonal series’. The development of the initial technique of CIG-serialism (which was renamed 
‘CIG-3-serialism’ as a result of the present research) was based on this assumption. In order to find an 
answer to the central research question, the concepts of tonality/atonality and consonance/dissonance 
were examined first. 
 
Chapter 3 of the dissertation describes how, by analysing the most generally accepted definitions of 
the concept of tonality, and by distilling the common defining factor of diatonicity from those 
definitions, the concept of tonality can be redefined in such a manner that quantification of degrees of 
tonality becomes possible. This resulted in the construction of the T-formula, used to determine the 
degree of tonality of any pitch class set belonging to any set class. 
 
A technique of tonality analysis (T-analysis) was then developed on the basis of the T-formula. The 
technique is applicable in the analysis of music of all periods, idioms and styles, as long as they are 
based on the use of the pitch classes of the chromatic scale (set class [12-1])584 or its subsets, and is 
thus applicable to a broad field of musical investigation. This increases the general relevance of what 
would otherwise have been a research of personal interest only. Examples of analyses were given, 
ranging for highly diatonic music (music with a high degree of tonality), over chromatic music and 
extended tonality, to highly atonal music. The T-formula allows for an investigation into how tonality 
evolved in music history, and supplies a possible answer to the problem of extended tonality and the 
question whether highly chromatic music of certain ‘problematic’ composers (such as Richard 
Wagner, Max Reger, or the young Arnold Schoenberg, to name just some) should be called tonal or 
atonal. With classical definitions and analysis methods, it is sometimes hard to determine whether 
music belonging to the idioms of extended tonality is either tonal or atonal; with the T-formula and T-
analysis, this music shows to have a lowered degree of tonality, without however totally moving to the 
side of ‘atonal’ music (which has a degree of tonality that rarely or never reaches the maximum value 
of 100).  
 
Application of the T-formula in T-analysis revealed also that the original technique of 54-note CIG-3-
serialism does yield highly atonal music, which confirms the first part of the basic conjecture of my 
thesis. Indeed, CIG-3 serialism is based on the occurrence of CIG-3’s (exclusively in the series and 
predominantly in the resulting music) and these have the lowest degree of tonality within the set class 
group of cardinality 3. 
 
In Chapter 4, the concept of consonance was assessed in a similar way. Different types of consonance 
were first discussed: harmonic and melodic consonance, musical and sensory consonance. Consonance 
indices for all interval classes were then determined based on the ‘objective’ criterion of ‘simplest 
frequency ratios of sound combinations’. The concept of just noticeable difference (JND) for pitch 
difference discrimination was used in combination with Clarence Barlow’s idea of ‘bending into 
place’ to justify the use of simple frequency ratios for intervals in Equal Temperament (ET). The 
consonance indices thus determined were used as a basis for the construction of a formula that allows 
                                                
584 [12-1] (and the numbers for pitch class sets with 2 and 11 elements appearing in the list in the appendix alike) is no 
regular Forte number; it was introduced in the text by me for convenience, as was mentioned in the list of usages. 
 250
for quantification of consonance. This resulted in the PC-formula for the determination of the degree 
of prime-consonance (the degree of consonance of pitch class sets in prime form) of all pitch class sets 
belonging to all possible set classes that use the pitch classes of the chromatic scale in ET.  
 
The PC-formula confirmed the initial assumption that CIG-3-serialism yields highly dissonant music, 
since the structural units of CIG-3-serialism (CIG-3’s) showed to be the most dissonant within their 
cardinality group. 
 
A technique of prime consonance analysis (PC-analysis) was developed on the basis of the PC-
formula. The implementation of this technique in the analysis of musical scores showed how, together 
with the degree of tonality, degrees of consonance evolved over the centuries towards ever-lower 
values. Although tonality and consonance are distinct aspects of music, the formulas for the 
quantification of degrees of tonality and prime consonance revealed a correlation between tonality and 
consonance in Western common-practice tonality.   
 
It is important to note that the T-formula and PC-formula developed in the Part 1 of the preceding text 
are not the only possible ones. The T-formula offers one of many possible ways of quantifying 
tonality. A different approach might lead to another formula that would, however, probably yield 
similar results. The same applies to the PC-formula, where different consonance indices (as they are 
developed by other researchers) may result in different PC-values. Any formula in accordance with the 
reality of tonal perception and with the spirit of the widest possible range of definitions could serve the 
purpose. What is important in the two formulas is not the absolute but the relative values of the 
degrees of tonality they determine they yield. 
 
It is also important to realize that the tonality and consonance formulas tell us how those phenomena 
work and what they are within my aesthetic universe, not why. This is also characteristic for scientific 
laws, as Richard Feyman notices in the context of Newton’s laws: 
 
Newton was originally asked about his theory—‘But it doesn’t mean anything—it 
doesn’t tell us anything’. He said, ‘It tells you how [a planet] moves. That should be 
enough. I have told you how it moves, not why.’585 
 
 
The second goal of the research—the second part of the central research question—was to assess 
whether the technique of CIG-serialism could be adapted in such a manner that the degree of tonality 
and prime consonance of the resulting music could be kept even lower than with the original technique 
in a systematic way. This assessment was done in Chapter 5. As a starting point in this process, the 
concept of chromatic interval group (CIG) was extended to set classes of orders higher than 3 
(containing more than 3 pitch classes). Within each cardinality group of set classes, the subgroup to 
which the CIG’s belong appeared to contain the set classes with the lowest degree of tonality and 
prime consonance. This entails that series consisting exclusively of CIG’s of any cardinality will 
systematically yield music with the lowest degrees of tonality and prime consonance. This observation 
culminated in the following adaptations of the technique of CIG-serialism: extension rules for CIG’s 
of any order were determined and a mathematical proof was given that the extension on CIG-3’s and 
CIG-4’s automatically lead to new CIG’s except in a restricted number of cases, and that the extension 
of CIG-5’s always results in CIG’s.586 Two restriction rules for the construction of series that consist 
exclusively of CIG’s were distilled from the extension rules. By adding the two restriction rules to the 
original construction rules, the initial technique of CIG-3-serialism was transformed into a technique 
based on the use of series in which successive series notes (pitch classes) of any number constitute a 
CIG. This restricted technique was called general CIG-serialism. The less restricted initial technique 
was renamed CIG-3-serialism, and the intermediate stage of CIG-3/4-serialism (that only applies the 
                                                
585 Richard Feynman, The character of physical law, Penguin books, 1965 (1992), p. 37. 
586 Although this mathematical proof is the crux of the present dissertation, it has been included as an appendix (Appendix 3) 
in order not to impair the legibility of the text. 
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First Extension Rule) was discussed and implemented in composition during the second phase of the 
research. In addition, two 3-note CIG-2’s were added as structural units, resulting in 56-CIG-series. 
 
The technique of general CIG-serialism is probably not the only technique that results in highly atonal 
and dissonant music. Other techniques—even non-serial ones—may be developed, but this was not the 
purpose of the present dissertation, which constitutes artistic research (research on personal artistic 
practice) and not comprehensive musicological or general theoretical research. I am fully aware that, 
even so, Part 1 is highly theoretical and that it contains a lot of mathematical and other ‘objective’ 
considerations. This may prompt questions about the link with the ‘subjective’ artistic output of the 
present research. There may seem to be a gap between theory and practice in my activity as a 
composer. Part 2 of the dissertation addresses the aesthetic considerations of my practice as a 
composer and provides a necessary answer to these questions. It demonstrates that the gap is only 
apparent and it explains the link between theory and practice. For this purpose, the concept of the 
artist’s aesthetic universe—the set consisting of all the artist’s aesthetic knowledge—was introduced. 
Chapter 6 develops the ideas belonging to semiotics and epistemology necessary for the introduction 
of the concept of aesthetic universe. Chapter 7 describes how the technique of CIG-serialism is the 
tool, the space probe, with which my personal, highly idiosyncratic aesthetic universe is explored and 
expressed. It also explains that the T-formula and PC-formula represent the endophysical laws of my 
aesthetic universe. 
 
Finally, Part 3 brings the ideas of the two preceding parts together: the compositions that constitute the 
artistic output of the research are the result of the exploration and expression of combined technical 
and aesthetic ideas. It is therefore a synthesis of the musico-theoretical and aesthetic ideas developed 
in the preceding parts, resulting in the Elements Project. This project consists of seven pieces for 
different instrumental combinations with at its core three orchestral pieces representing the four 
Empedoclian elements of my personal aesthetic universe. The project reflects three phases in the 
research: the initial situation of CIG-3 serialism, the phase implementing intermediate outcomes of the 
research (a.o. CIG-3/4-serialism), and finally the phase where general CIG-serialism is put to the test. 
 
It will be noticed that there is no directly noticeable audible difference worth mentioning in the 
sounding result between the pieces of the different phases of the research (or even compared to my 
previous works). This was one of the aims of my research from the outset: to preserve the 
idiosyncrasies of my personal style whilst developing the serial technique of CIG-serialism. Does this 
make my research highly irrelevant—if one can’t hear any difference, why go through all the toil? I 
don’t think so. It is not because the differences are inaudible that they are necessarily irrelevant. Or to 
say it with the words of Nicholas Cook:  
 
Most contemporary theorists feel uncomfortable about ascribing significance to 
inaudible relationships in music; we tend to assume that there should be some 
meaningful relationship between analysis and auditory experience. There is no 
obligatory reason why this should be so.587 
 
Having said that, it is not completely true that my musical idiom and the compositions it produces 
have not developed as a result of the present research. First of all, the assessment of my technique has 
led to an increase of structural coherence of my music; the enhanced internal structure of the series I 
use (invariant halves, for instance) has become standard as a result of the research. Also, the 
simultaneous use of different series forms or different transpositions of the series has become more 
controlled in order to avoid ‘tonal’ combinations. And finally, the change in the sounding result of my 
compositions is largely situated in what is not heard. Whereas passages with increased degrees of 
tonality and consonance occasionally occur in CIG-3 serialism, such passages become impossible or at 
least rare and easily avoidable with the more rigorous technique of general CIG-serialism. 
 
                                                
587 Nicholas Cook, Music Theory and 'Good Comparison': A Viennese Perspective, Journal of Music Theory, Vol. 33, N°1, 
1989, p. 117.  
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Even if the audible result of my artistic practice hasn’t markedly changed, my aesthetic universe and 
my awareness of the place of my aesthetic universe within the broader aesthetic cultural context it 
belongs to—or deviates from—together with the effectiveness of the tool I use to express it—CIG-
serialism—have evolved considerably as a result of my research of the last six years. In that sense, I 
am convinced that my research has made me evolve as an artist and composer.  
 
 
2. Further directions 
 
My artistic practice has always been interwoven with my activities as an artistic researcher. My 
aesthetic ideas are in constant evolution as a result of an ongoing venture into the undiscovered 
territories of my personal aesthetic universe; vice versa, my interest in artistic inquiry is triggered by 
my activities as a composer. The modest contribution that I want to make to the development of 
musical culture is an unending task, and the path this dual quest will follow is not clearly delineated. 
Although I have clear ideas about the pieces I am planning to compose in the (relatively) near future, I 
cannot predict—not even imaging—how my music will evolve in the further future. Indeed, if I could, 
I would write that music today and it would no longer belong to the future. Since my artistic research 
is tightly related to my artistic practice, its future direction is also unclear to a certain extent. 
 
Therefore, I am aware of the fact that the research described in the present dissertation is far from 
complete. Some of the specific ideas that have been developed in it are open to revision, and elements 
that need further investigation can in some cases easily be pointed out. The formulas for the 
determination of degrees of tonality and prime-consonance, for instance, are probably not in their final 
form as they are at present. They require further fine-tuning. This is not necessarily a shortcoming of 
the present research. Artistic research is in this respect not different from (pure) scientific research, 
where formulas describing physical laws, for instance, are under constant testing and are adjusted and 
‘perfected’—made more generally valid and more in accordance with the facts of reality—according 
to newly acquired knowledge if need be. The relatively high T-value for set class [6-z3i], for instance, 
is an element in the present research outcome that needs to be assessed further. But, as was mentioned, 
even when the criteria used in the formulas would be adjusted, the results would probably stay 
essentially similar; the absolute values might change, but the relative values would probably not be 
meaningfully different. The proof of the extension rules for CIG’s would in any case not be affected, 
since it depends neither on the concepts of tonality and dissonant, notron the T- and PC-formulas, but 
is purely mathematical. Even when different concepts and formulas would be used, the proof will stay 
unaffected and it will probably not change the conclusion that CIG’s (ordered chromatic pitch class 
sets) are cases of the most dissonant set classes within every cardinality group either. 
 
Digitalisation of T-analysis and PC-analysis is another possible further step in the development of the 
present research. The T-analyses and PC-analyses performed in Chapters 3 and 4 were all done ‘by 
hand’. This manual analysis is a time consuming and tedious activity. It is certainly possible to 
develop adequate software to facilitate both methods of analysis. This would make it easier to analyse 
high numbers of ‘problematic’ scores. It will show exceptions in music history as well as possible 
flaws or inaccuracies in the formulas and the analysis methods. The implementation of the methods of 
T- and PC-analysis after digitalisation may thus challenge the analysis methods themselves. This may 
lead to further adaptations or fine-tuning of the T-formula and PC-formula as they are now, and 
possibly also to new insights into the nature of tonality and consonance, which may in turn lead to 
modifications in the concepts developed in the present dissertation. With the necessary software—
similar to the software developed in the POINT-project mentioned in Chapter 9—it must also be 
possible to calculate the CIG-series with the absolute lowest degrees of tonality and prime 
consonance. In this respect, I want to remark that the development of software exceeds the borders of 
artistic research and that it can only be performed with the help of computer analysts. Other topics of 
further research belong to the specialised ‘cerebral universes’ of mathematicians, music theorists, or 
musicologists, because they are not directly related to the exploration and development of any 
aesthetic universe, and therefore lie beyond the domain of artistic research. 
 
 253 
Appendix 1  
Degree of T-values and PC-values for all set classes 
(set classes of CIG’s are indicated in grey). 
 
Set class       T(c-n)     PC(c-n) 
2-1 (ic 1) 9 26 
2-2 (ic 2) 13 66 
2-3 (ic 3) 14 86 
2-4 (ic 4) 12 93 
2-5 (ic 5) 14 100 
2-6 (ic 6) 7 57 
 
3-1 7 20 
3-2 18 37 
3-2i 18 37 
3-3 15 45 
3-3i 15 45 
3-4 16 49 
3-4i 16 49 
3-5 12 37 
3-5i 11 37 
3-6 19 65 
3-7 22 78 
3-7i 22 78 
3-8 15 60 
3-8i 17 60 
3-9 22 84 
3-10  20 66 
3-11  22 94 
3-11i  20 94 
3-12  14 95 
 
4-1 8 15 
4-2 12 26 
4-2i 12 26 
4-3 20 29 
4-4 13 31 
4-4i 13 31 
4-5 8 26 
4-5i 8 26 
4-6 10 27 
4-7 16 36 
4-8 11 31 
4-9 6 25 
4-10 30 44 
4-11 26 45 
4-11i 26 45 
4-12 21 40 
4-12i 25 40 
4-13 27 41 
4-13i 24 41 
4-14 30 54 
4-14i 26 54 
4-z15 21 42 
4-z15i 16 42 
4-16 22 45 
4-16i 22 45 
4-17 21 58 
4-18 18 47 
4-18i 23 47 
4-19  24 60 
4-19i 20 60 
4-20  23 62 
4-21 22 54 
4-22 30 78 
4-22i 33 78 
4-23 36 81 
4-24 22 62 
4-25 17 51 
4-26  31 87 
4-27  33 69 
4-27i  28 69 
4-28  25 59 
4-z29 18 42 
4-z29i 22 42 
 
5-1 6 12 
5-2 19 20 
5-2i 19 20 
5-3 18 22 
5-3i 18 22 
5-4 14 19 
5-4i 14 19 
5-5 13 20 
5-5i 13 20 
5-6 8 22 
5-6i 10 22 
5-7 5 20 
5-7i 5 20 
5-8 20 25 
5-9 19 27 
5-9i 17 27 
5-10 43 28 
5-10i 32 28 
5-11 26 36 
5-11i 26 36 
5-z12 36 30 
5-13 17 30 
5-13i 17 30 
5-14 24 32 
5-14i 22 32 
5-15 13 27 
5-16 22 32 
5-16i 33 32 
5-z17 41 40 
5-z18 32 34 
5-z18i 34 34 
5-19 20 28 
5-19i 20 28 
5-20 25 36 
5-20i 34 36 
5-21 32 45 
5-21i 23 45 
5-22 28 38 
5-23 58 50 
5-23i 50 50 
5-24 38 43 
5-24i 38 43 
5-25 52 45 
5-25i 42 45 
5-26 44 45 
5-26i 42 45 
5-27 41 57 
5-27i 50 57 
5-28 33 38 
5-28i 30 38 
5-29 51 48 
5-29i 52 48 
5-30 42 48 
5-30i 32 48 
5-31 46 41 
5-31i 37 41 
5-32 40 51 
5-32i 29 51 
5-33 30 48 
5-34 52 64 
5-35 59 80 
5-z36 22 30 
5-z36i 24 30 
5-z37 24 40 
5-z38 22 34 
5-z38i 22 34 
 
6-1 15 10 
6-2 26 14 
6-2i 22 14 
6-z3 28 16 
6-z3i 32 16 
6-z4 16 16 
6-5 18 16 
6-5i 18 16 
6-z6 12 17 
6-7 4 14 
6-8 48 26 
6-9 41 23 
6-9i 37 23 
6-z10 36 24 
6-z10i 39 24 
6-z11 46 25 
6-z11i 46 25 
6-z12 32 22 
6-z12i 32 22 
6-z13 40 23 
6-14 43 34 
6-14i 47 34 
6-15 35 28 
6-15i 35 28 
6-16 35 29 
6-16i 31 29 
6-z17 27 24 
6-z17i 30 24 
6-18 37 25 
6-18i 33 25 
6-z19 41 32 
6-z19i 58 32 
6-20 38 43 
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6-21 38 29 
6-21i 37 29 
6-22 37 30 
6-22i 34 30 
6-z23 65 31 
6-z24 87 39 
6-z24i 71 39 
6-z25 65 40 
6-z25i 84 40 
6-z26 59 41 
6-27 75 34 
6-27i 49 34 
6-z28 67 35 
6-z29 73 36 
6-30 46 30 
6-30i 43 30 
6-31 48 44 
6-31i 70 44 
6-32 87 68 
6-33 87 56 
6-33i 87 56 
6-34 63 46 
6-34i 67 46 
6-35  43 48 
6-z36 21 16 
6-z36i 24 16 
6-z37 22 16 
6-z38 19 17 
6-z39 40 24 
6-z39i 37 24 
6-z40 40 25 
6-z40i 40 25 
6-z41 34 22 
6-z41i 33 22 
6-z42 36 23 
6-z43 29 24 
6-z43i 33 24 
6-z44 32 32 
6-z44i 33 32 
6-z45 49 31 
6-z46 49 39 
6-z46i 48 39 
6-z47 52 40 
6-z47i 56 40 
6-z48 50 41 
6-z49 45 35 
6-z50 50 36 
 
7-1 4 8 
7-2 22 13 
7-2i 22 13 
7-3 19 15 
7-3i 20 15 
7-4 15 12 
7-4i 15 12 
7-5 13 13 
7-5i 13 13 
7-6 9 15 
7-6i 16 15 
7-7 4 13 
7-7i 4 13 
7-8 30 17 
7-9 35 18 
7-9i 28 18 
7-10 38 19 
7-10i 30 19 
7-11 49 24 
7-11i 50 24 
7-z12 30 20 
7-13 20 20 
7-13i 21 20 
7-14 41 21 
7-14i 35 21 
7-15 14 18 
7-16 34 21 
7-16i 42 21 
7-z17 30 27 
7-z18 27 23 
7-z18i 34 23 
7-19 31 19 
7-19i 32 19 
7-20 24 24 
7-20i 26 24 
7-21 37 31 
7-21i 34 31 
7-22 31 26 
7-23 63 34 
7-23i 61 34 
7-24 49 29 
7-24i 50 29 
7-25 66 31 
7-25i 59 31 
7-26 41 31 
7-26i 47 31 
7-27 64 39 
7-27i 66 39 
7-28 43 26 
7-28i 44 26 
7-29 53 32 
7-29i 60 32 
7-30 49 33 
7-30i 40 33 
7-31 60 27 
7-31i 47 27 
7-32 100 35 
7-32i 63 35 
7-33 42 33 
7-34 100 44 
7-35 100 56 
7-z36 39 20 
7-z36i 46 20 
7-z37 43 27 
7-z38 41 23 
7-z38i 41 23 
 
8-1 3 6 
8-2 21 11 
8-2i 21 11 
8-3 20 12 
8-4 24 13 
8-4i 24 13 
8-5 10 11 
8-5i 10 11 
8-6 17 11 
8-7 17 15 
8-8 9 13 
8-9 8 10 
8-10 44 19 
8-11 38 20 
8-11i 38 20 
8-12 33 17 
8-12i 30 17 
8-13 39 18 
8-13i 37 18 
8-14 38 24 
8-14i 41 24 
8-z15 44 19 
8-z15i 31 19 
8-16 28 20 
8-16i 28 20 
8-17 52 26 
8-18 36 21 
8-18i 48 21 
8-19 33 27 
8-19i 30 27 
8-20 40 28 
8-21 47 24 
8-22 68 37 
8-22i 70 37 
8-23 69 38 
8-24 34 28 
8-25 31 23 
8-26 76 41 
8-27 69 32 
8-27i 58 32 
8-28 54 27 
8-z29 30 19 
 
9-1 2 4 
9-2 20 9 
9-2i 20 9 
9-3 22 12 
9-3i 22 12 
9-4 16 13 
9-4i 16 13 
9-5 16 9 
9-5i 12 9 
9-6 36 18 
9-7 46 22 
9-7i 47 22 
9-8 25 16 
9-8i 29 16 
9-9 41 25 
9-10 39 18 
9-11 46 28 
9-11i 43 28 
9-12 24 28 
 
10-1 2 9 
10-2 23 13 
10-3 29 15 
10-4 20 16 
10-5 26 8 
10-6 15 9 
 
11-1 2 2 
 
12-1 2 1 
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Appendix 2 
Interval class vectors of all set classes 
(CIG’s are indicated in grey)
 
Set Class Interval vector
 
2-1 (ic 1) 1 0 0 0 0 0 
2-2 (ic 2) 0 1 0 0 0 0 
2-3 (ic 3) 0 0 1 0 0 0 
2-4 (ic 4) 0 0 0 1 0 0 
2-5 (ic 5) 0 0 0 0 1 0 
2-6 (ic 6) 0 0 0 0 0 1 
 
3-1 2 1 0 0 0 0 
3-2 1 1 1 0 0 0 
3-2i 1 1 1 0 0 0 
3-3 1 0 1 1 0 0 
3-3i 1 0 1 1 0 0 
3-4 1 0 0 1 1 0 
3-4i 1 0 0 1 1 0 
3-5 1 0 0 0 1 1 
3-5i 1 0 0 0 1 1 
3-6 0 2 0 1 0 0 
3-7 0 1 1 0 1 0 
3-7i 0 1 1 0 1 0 
3-8 0 1 0 1 0 1 
3-8i 0 1 0 1 0 1 
3-9 0 1 0 0 2 0 
3-10 0 0 2 0 0 1 
3-11 0 0 1 1 1 0 
3-11i  0 0 1 1 1 0 
3-12  0 0 0 3 0 0 
 
4-1 3 2 1 0 0 0 
4-2 2 2 1 1 0 0 
4-2i 2 2 1 1 0 0 
4-3 2 1 2 1 0 0 
4-4 2 1 1 1 1 0 
4-4i 2 1 1 1 1 0 
4-5 2 1 0 1 1 1 
4-5i 2 1 0 1 1 1 
4-6 2 1 0 0 2 1 
4-7 2 0 1 2 1 0 
4-8 2 0 0 1 2 1 
4-9 2 0 0 0 2 2 
4-10 1 2 2 0 1 0 
4-11 1 2 1 1 1 0 
4-11i 1 2 1 1 1 0 
4-12 1 1 2 1 0 1 
4-12i 1 1 2 1 0 1 
4-13 1 1 2 0 1 1 
4-13i 1 1 2 0 1 1 
4-14 1 1 1 1 2 0 
4-14i 1 1 1 1 2 0 
4-z15 1 1 1 1 1 1 
4-z15i 1 1 1 1 1 1 
4-16 1 1 0 1 2 1 
4-16i 1 1 0 1 2 1 
4-17 1 0 2 2 1 0 
4-18 1 0 2 1 1 1 
4-18i 1 0 2 1 1 1 
4-19  1 0 1 3 1 0 
4-19i 1 0 1 3 1 0 
4-20  1 0 1 2 2 0 
4-21 0 3 0 2 0 1 
4-22 0 2 1 1 2 0 
4-22i 0 2 1 1 2 0 
4-23 0 2 1 0 3 0 
4-24 0 2 0 3 0 1 
4-25 0 2 0 2 0 2 
4-26  0 1 2 1 2 0 
4-27  0 1 2 1 1 1 
4-27i 0 1 2 1 1 1 
4-28  0 0 4 0 0 2 
4-z29 1 1 1 1 1 1 
4-z29i 1 1 1 1 1 1 
 
5-1 4 3 2 1 0 0 
5-2 3 3 2 1 1 0 
5-2i 3 3 2 1 1 0 
5-3 3 2 2 2 1 0 
5-3i 3 2 2 2 1 0 
5-4 3 2 2 1 1 1 
5-4i 3 2 2 1 1 1 
5-5 3 2 1 1 2 1 
5-5i 3 2 1 1 2 1 
5-6 3 1 1 2 2 1 
5-6i 3 1 1 2 2 1 
5-7 3 1 0 1 3 2 
5-7i 3 1 0 1 3 2 
5-8 2 3 2 2 0 1 
5-9 2 3 1 2 1 1 
5-9i 2 3 1 2 1 1 
5-10 2 2 3 1 1 1 
5-10i 2 2 3 1 1 1 
5-11 2 2 2 2 2 0 
5-11i 2 2 2 2 2 0 
5-z12 2 2 2 1 2 1 
5-13 2 2 1 3 1 1 
5-13i 2 2 1 3 1 1 
5-14 2 2 1 1 3 1 
5-14i 2 2 1 1 3 1 
5-15 2 2 0 2 2 2 
5-16 2 1 3 2 1 1 
5-16i 2 1 3 2 1 1 
5-z17 2 1 2 3 2 0 
5-z18 2 1 2 2 2 1 
5-z18i 2 1 2 2 2 1 
5-19 2 1 2 1 2 2 
5-19i 2 1 2 1 2 2 
5-20 2 1 1 2 3 1 
5-20i 2 1 1 2 3 1 
5-21 2 0 2 4 2 0 
5-21i 2 0 2 4 2 0 
5-22 2 0 2 3 2 1 
5-23 1 3 2 1 3 0 
5-23i 1 3 2 1 3 0 
5-24 1 3 1 2 2 1 
5-24i 1 3 1 2 2 1 
5-25 1 2 3 1 2 1 
5-25i 1 2 3 1 2 1 
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5-26 1 2 2 3 1 1 
5-26i 1 2 2 3 1 1 
5-27 1 2 2 2 3 0 
5-27i 1 2 2 2 3 0 
5-28 1 2 2 2 1 2 
5-28i 1 2 2 2 1 2 
5-29 1 2 2 1 3 1 
5-29i 1 2 2 1 3 1 
5-30 1 2 1 3 2 1 
5-30i 1 2 1 3 2 1 
5-31 1 1 4 1 1 2 
5-31i 1 1 4 1 1 2 
5-32 1 1 3 2 2 1 
5-32i 1 1 3 2 2 1 
5-33 0 4 0 4 0 2 
5-34 0 3 2 2 2 1 
5-35 0 3 2 1 4 0 
5-z36 2 2 2 1 2 1 
5-z36i 2 2 2 1 2 1 
5-z37 2 1 2 3 2 0 
5-z38 2 1 2 2 2 1 
5-z38i 2 1 2 2 2 1 
 
 
6-1 5 4 3 2 1 0 
6-2 4 4 3 2 1 1 
6-2i 4 4 3 2 1 1 
6-z3 4 3 3 2 2 1 
6-z3i 4 3 3 2 2 1 
6-z4 4 3 2 3 2 1 
6-5 4 2 2 2 3 2 
6-5i 4 2 2 2 3 2 
6-z6 4 2 1 2 4 2 
6-7 4 2 0 2 4 3 
6-8 3 4 3 2 3 0 
6-9 3 4 2 2 3 1 
6-9i 3 4 2 2 3 1 
6-z10 3 3 3 3 2 1 
6-z10i 3 3 3 3 2 1 
6-z11 3 3 3 2 3 1 
6-z11i 3 3 3 2 3 1 
6-z12 3 3 2 2 3 2 
6-z12i 3 3 2 2 3 2 
6-z13 3 2 4 2 2 2 
6-14 3 2 3 4 3 0 
6-14i 3 2 3 4 3 0 
6-15 3 2 3 4 2 1 
6-15i 3 2 3 4 2 1 
6-16 3 2 2 4 3 1 
6-16i 3 2 2 4 3 1 
6-z17 3 2 2 3 3 2 
6-z17i 3 2 2 3 3 2 
6-18 3 2 2 2 4 2 
6-18i 3 2 2 2 4 2 
6-z19 3 1 3 4 3 1 
6-z19i 3 1 3 4 3 1 
6-20 3 0 3 6 3 0 
6-21 2 4 2 4 1 2 
6-21i 2 4 2 4 1 2 
6-22 2 4 1 4 2 2 
6-22i 2 4 1 4 2 2 
6-z23 2 3 4 2 2 2 
6-z24 2 3 3 3 3 1 
6-z24i 2 3 3 3 3 1 
6-z25 2 3 3 2 4 1 
6-z25i 2 3 3 2 4 1 
6-z26 2 3 2 3 4 1 
6-27 2 2 5 2 2 2 
6-27i 2 2 5 2 2 2 
6-z28 2 2 4 3 2 2 
6-z29 2 2 4 2 3 2 
6-30 2 2 4 2 2 3 
6-30i 2 2 4 2 2 3 
6-31 2 2 3 4 3 1 
6-31i 2 2 3 4 3 1 
6-32 1 4 3 2 5 0 
6-33 1 4 3 2 4 1 
6-33i 1 4 3 2 4 1 
6-34 1 4 2 4 2 2 
6-34i 1 4 2 4 2 2 
6-35 0 6 0 6 0 3 
6-z36 4 3 3 2 2 1 
6-z36i 4 3 3 2 2 1 
6-z37 4 3 2 3 2 1 
6-z38 4 2 1 2 4 2 
6-z39 3 3 3 3 2 1 
6-z39i 3 3 3 3 2 1 
6-z40 3 3 3 2 3 1 
6-z40i 3 3 3 2 3 1 
6-z41 3 3 2 2 3 2 
6-z41i 3 3 2 2 3 2 
6-z42 3 2 4 2 2 2 
6-z43 3 2 2 3 3 2 
6-z43i 3 2 2 3 3 2 
6-z44 3 1 3 4 3 1 
6-z44i 3 1 3 4 3 1 
6-z45 2 3 4 2 2 2 
6-z46 2 3 3 3 3 1 
6-z46i 2 3 3 3 3 1 
6-z47 2 3 3 2 4 1 
6-z47i 2 3 3 2 4 1 
6-z48 2 3 2 3 4 1 
6-z49 2 2 4 3 2 2 
6-z50 2 2 4 2 3 2 
 
 
7-1 6 5 4 3 2 1 
7-2 5 5 4 3 3 1 
7-2i 5 5 4 3 3 1 
7-3 5 4 4 4 3 1 
7-3i 5 4 4 4 3 1 
7-4 5 4 4 3 3 2 
7-4i 5 4 4 3 3 2 
7-5 5 4 3 3 4 2 
7-5i 5 4 3 3 4 2 
7-6 5 3 3 4 4 2 
7-6i 5 3 3 4 4 2 
7-7 5 3 2 3 5 3 
7-7i 5 3 2 3 5 3 
7-8 4 5 4 4 2 2 
7-9 4 5 3 4 3 2 
7-9i 4 5 3 4 3 2 
7-10 4 4 5 3 3 2 
7-10i 4 4 5 3 3 2 
7-11 4 4 4 4 4 1 
7-11i 4 4 4 4 4 1 
7-z12 4 4 4 3 4 2 
7-13 4 4 3 5 3 2 
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7-13i 4 4 3 5 3 2 
7-14 4 4 3 3 5 2 
7-14i 4 4 3 3 5 2 
7-15 4 4 2 4 4 3 
7-16 4 3 5 4 3 2 
7-16i 4 3 5 4 3 2 
7-z17 4 3 4 5 4 1 
7-z18 4 3 4 4 4 2 
7-z18i 4 3 4 4 4 2 
7-19 4 3 4 3 4 3 
7-19i 4 3 4 3 4 3 
7-20 4 3 3 4 5 2 
7-20i 4 3 3 4 5 2 
7-21 4 2 4 6 4 1 
7-21i 4 2 4 6 4 1 
7-22 4 2 4 5 4 2 
7-23 3 5 4 3 5 1 
7-23i 3 5 4 3 5 1 
7-24 3 5 3 4 4 2 
7-24i 3 5 3 4 4 2 
7-25 3 4 5 3 4 2 
7-25i 3 4 5 3 4 2 
7-26 3 4 4 5 3 2 
7-26i 3 4 4 5 3 2 
7-27 3 4 4 4 5 1 
7-27i 3 4 4 4 5 1 
7-28 3 4 4 4 3 3 
7-28i 3 4 4 4 3 3 
7-29 3 4 4 3 5 2 
7-29i 3 4 4 3 5 2 
7-30 3 4 3 5 4 2 
7-30i 3 4 3 5 4 2 
7-31 3 3 6 3 3 3 
7-31i 3 3 6 3 3 3 
7-32 3 3 5 4 4 2 
7-32i 3 3 5 4 4 2 
7-33 2 6 2 6 2 3 
7-34 2 5 4 4 4 2 
7-35 2 5 4 3 6 1 
7-z36 4 4 4 3 4 2 
7-z36i 4 4 4 3 4 2 
7-z37 4 3 4 5 4 1 
7-z38 4 3 4 4 4 2 
7-z38i 4 3 4 4 4 2 
 
8-1 7 6 5 4 4 2 
8-2 6 6 5 5 4 2 
8-2i 6 6 5 5 4 2 
8-3 6 5 6 5 4 2 
8-4 6 5 5 5 5 2 
8-4i 6 5 5 5 5 2 
8-5 6 5 4 5 5 3 
8-5i 6 5 4 5 5 3 
8-6 6 5 4 4 6 3 
8-7 6 4 5 6 5 2 
8-8 6 4 4 5 6 3 
8-9 6 4 4 4 6 4 
8-10 5 6 6 4 5 2 
8-11 5 6 5 5 5 2 
8-11i 5 6 5 5 5 2 
8-12 5 5 6 5 4 3 
8-12i 5 5 6 5 4 3 
8-13 5 5 6 4 5 3 
8-13i 5 5 6 4 5 3 
8-14 5 5 5 5 6 2 
8-14i 5 5 5 5 6 2 
8-z15 5 5 5 5 5 3 
8-z15i 5 5 5 5 5 3 
8-16 5 5 4 5 6 3 
8-16i 5 5 4 5 6 3 
8-17 5 4 6 6 5 2 
8-18 5 4 6 5 5 3 
8-18i 5 4 6 5 5 3 
8-19 5 4 5 7 5 2 
8-19i 5 4 5 7 5 2 
8-20 5 4 5 6 6 2 
8-21 4 7 4 6 4 3 
8-22 4 6 5 5 6 2 
8-22i 4 6 5 5 6 2 
8-23 4 6 5 4 7 2 
8-24 4 6 4 7 4 3 
8-25 4 6 4 6 4 4 
8-26 4 5 6 5 6 2 
8-27 4 5 6 5 5 3 
8-27i 4 5 6 5 5 3 
8-28 4 4 8 4 4 4 
8-z29 5 5 5 5 5 3 
8-z29i 5 5 5 5 5 3 
 
9-1 8 7 6 6 6 3 
9-2 7 7 7 6 6 3 
9-2i 7 7 7 6 6 3 
9-3 7 6 7 7 6 3 
9-3i 7 6 7 7 6 3 
9-4 7 6 6 7 7 3 
9-4i 7 6 6 7 7 3 
9-5 7 6 6 6 7 4 
9-5i 7 6 6 6 7 4 
9-6 6 8 6 7 6 3 
9-7 6 7 7 6 7 3 
9-7i 6 7 7 6 7 3 
9-8 6 7 6 7 6 4 
9-8i 6 7 6 7 6 4 
9-9 6 7 6 6 8 3 
9-10 6 6 8 6 6 4 
9-11 6 6 7 7 7 3 
9-11i 6 6 7 7 7 3 
9-12 6 6 6 9 6 3 
 
10-1 9 8 8 8 8 4 
10-2 8 9 8 8 8 4 
10-3 8 8 9 8 8 4 
10-4 8 8 8 9 8 4 
10-5 8 8 8 8 9 4 
10-6 8 8 8 8 8 5 
10-1 9 8 8 8 8 4 
10-2 8 9 8 8 8 4 
10-3 8 8 9 8 8 4 
10-4 8 8 8 9 8 4 
10-5 8 8 8 8 9 4 
10-6 8 8 8 8 8 5 
 
11-1 10 10 10 10 10 5 
 
12-1 11 11 11 11 11 6 
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Appendix 3 
Proof of CIG-extension rules 
 
 
Preliminary remarks: 
 
- CIG-3 with notes a, b and c (in that order) is written as CIG-3 (a-b-c).588 
 
- The interval class between two notes a and b is written as ic(a-b). 
 
- ICV is the “interval class vector rule”: “The number of ic 1’s (the first number) in the interval class 
vectors of any CIG-n is n-1 for instances of set classes with forte number [n-1], and n-2 for all other CIG-
n’s. The ic-vectors of all other set classes have a number of ic 1’s lower than n-2”.  
 
- Numbers between brackets at the right end of each line in the proof refer to the lines from which the line 
in question is deduced. 
 
 
Extension rule for CIG-3’s: 
 
If CIG-3 (a-b-c) is extended by adding a note p that is the last note of a unique CIG-3 (b-c-p), the 
resulting 4-note group (a-b-c-p) is always a CIG-4 or a 4-note CIG-3, except in some cases where ic(b-
c) = 1 and (a-b-c) is no instance of set class [3-1]. 
 
Proof: 
 
1.0 If p = a ⇒ no new pitch class is added and (a-b-c-p) is a 4-note CIG-3.  
 QED 
 
2.0 If p ≠ a ⇒ (a-b-c-p) is a permutation of an instance of a set class of cardinality 4. Two possible 
cases are  considered: 
 
Case 1: ic(b-c) ≠ 1 
 
1.1 ic(b-c) ≠ 1  
1.2 (b-c-p) is a CIG-3 
1.3 ⇒The ic 1-value in the ic-vector of (b-c-p) ≠ 0    (1.2 & ICV) 
1.4 ⇒ either ic(b-p) = 1 or ic(c-p) = 1 (or both)     (1.1 & 1.3) 
1.5 (a-b-c) is a CIG-3 
1.6 ⇒The ic 1-value in the ic-vector of (a-b-c) ≠ 0    (1.5 & ICV) 
1.7 ⇒ either ic(a-b) = 1 or ic(a-c) = 1 (or both)     (1.1 & 1.6) 
1.8 ⇒ the ic 1-value in the ic-vector of (a-b-c-p) is at least 2  (1.4 & 1.7) 
1.9 ⇒ (a-b-c-p) is a CIG-4        (1.8 & ICV) 
 QED 
 
 
 
 
                                                
588 a, b, and c are not pitch names (which are always written in capitals), but letter names indicating the position of the pitch 
classes within the note group. They may represent any pitch classes. 
 
 259 
 
Case 2: ic(b-c) = 1 
 
Case 2.1: (a-b-c) is no instance of [3-1] 
 
2.1.1 ic(b-c) = 1 
2.1.2 (a-b-c) is a CIG, but no instance of [3-1] 
2.1.3 ⇒ the ic 1-value in the ic-vector of (a-b-c) = 1   (2.1.2 & ICV) 
2.1.4 ⇒ ic(a-b) ≠ 1 and ic(a-c) ≠ 1      (2.1.1 & 2.1.3) 
2.1.5 (b-c-p) is a CIG-3 
2.1.6 ic(c-p) can be any number between 1 and 6   (2.1.1 & 2.1.5) 
2.1.7 (a-b-c-p) is an instance of a set class of cardinality 4 
2.1.8 (a-b-c-p) is a CIG-4 if the ic 1-value in its ic-vector is at least 2  (ICV) 
2.1.9 ⇒ (a-b-c-p) is only a CIG-4 if ic(a-p) = 1, or ic(b-p) = 1, or ic(c-p) = 1 (2.1.1, 2.1.4, 2.1.7 & 2.1.8) 
  QED 
        
Case 2.2: (a-b-c) is an instance of [3-1] 
 
2.2.1 ic(b-c) = 1 
2.2.2 (a-b-c) is an instance of [3-1] 
2.2.3 ⇒ the ic 1-value in the ic-vector of (a-b-c) = 2   (2.2.2 & ICV) 
2.2.4 ⇒ ic(a-b) = 1 or ic(a-c) = 1 (but not both)    (2.2.1 & 2.2.2) 
2.2.5 (a-b-c-p) is a superset of (a-b-c) 
2.2.6 ⇒ the ic 1-value in the ic-vector of (a-b-c-p) is at least 2 (2.2.3, & 2.2.5) 
2.2.7 (a-b-c-p) is a CIG-4       (2.2.6, & ICV) 
  QED 
 
 
Extension rule for CIG-4’s: 
 
If CIG-4 (a-b-c-d) consisting of two unique CIG-3’s (a-b-c) and (b-c-d) is extended by adding a note p 
that is the last note of unique CIG-3 (c-d-p) and of CIG-4 (b-c-d-p), the resulting 5-note group (a-b-c-
d-p) is always a CIG-5 or a 5-note CIG-4, except in some cases where (b-c-d) is an instance of 3-1 
with ic(b-c) = 1 and ic(c-d) = 1 (and both +1 or both -1)589. 
 
Proof: 
 
1.0 If p = a ⇒ no new pitch class is added and (a-b-c-d-p) is a 5-note CIG-4.  
 QED 
 
2.0 If p ≠ a ⇒ (a-b-c-d-p) is a permutation of an instance of a set class of cardinality 5. Two possible 
cases are considered: 
 
Case 1: ic(c-d)  ≠ 1 
 
1.1 ic(c-d)  ≠ 1 
1.2 (c-d-p) is a CIG-3 
1.3 ⇒The ic 1-value in the ic-vector of (c-d-p) ≠ 0    (1.2 & ICV) 
1.4 ⇒ either ic(c-p) = 1 or ic(d-p) = 1 (or both)     (1.1 & 1.3) 
1.5 (a-b-c-d) is a CIG-4 
1.6 ⇒ the ic 1-value in the ic-vector of (a-b-c-d) = 2 or 3   (1.5 & ICV) 
                                                
589 Otherwise note b = note d and (b-c-d) is no CIG-3. 
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1.7 (a-b-c-d-p) is a superset of (a-b-c-d) 
1.8 ⇒ the ic 1-value in the ic-vector of (a-b-c-d-p) = 3 or 4   (1.4, 1.6 & 1.7) 
1.9 ⇒ (a-b-c-d-p) is a CIG-5      (1.8 & ICV) 
 QED 
 
 
Case 2: ic(c-d)  = 1 
 
Case 2.1: (b-c-d) is no instance of [3-1] 
 
2.1.1 ic(c-d) = 1 
2.1.2 CIG (b-c-d) is no instance of [3-1] 
2.1.3 ⇒ the ic 1-value in the ic-vector of (b-c-d) = 1   (2.1.2 & ICV) 
2.1.4 ⇒ ic(b-c) ≠ 1 and ic(b-d) ≠ 1      (2.1.1 & 2.1.3) 
2.1.5 (b-c-d-p) is a CIG-4 
2.1.6 ⇒ the ic 1-value in the ic-vector of (b-c-d-p) = 2 or 3  (2.1.5 & ICV) 
2.1.7 ⇒ ic(b-p) = 1, or ic(c-p) = 1, or ic(d-p) = 1    (2.1.1, 2.1.4 & 2.1.6) 
2.1.8 (a-b-c) is a CIG-3 
2.1.9 ⇒the ic 1-value in the ic-vector of (a-b-c) ≠ 0   (2.1.8 & ICV) 
2.1.10 ⇒ either ic(a-b) = 1 or ic(a-c) = 1      (2.1.4 & 2.1.9) 
2.1.11 ⇒ the ic 1-value in the ic-vector of (a-b-c-d-p) = 3 or 4  (2.1.6 & 2.1.10) 
2.1.12 ⇒ (a-b-c-d-p) is a CIG-5     (2.1.11 & ICV) 
  QED 
 
Case 2.2: (b-c-d) is an instance of [3-1] 
 
Case 2.2.1: ic(b-d)  = 1 
 
2.2.1.1 ic(b-d)  = 1 and ic(c-d)  = 1 
2.2.1.2 (b-c-d) is an instance of [3-1] 
2.2.1.3 ⇒ the ic 1-value in the ic-vector of (b-c-d) = 2  (2.2.1.2 & ICV) 
2.2.1.4 ⇒ ic(b-c)  ≠ 1      (2.2.1.1 & 2.2.1.3) 
2.2.1.5 (a-b-c) is a CIG-3 
2.2.1.6 ⇒the ic 1-value in the ic-vector of (a-b-c) ≠ 0  (2.2.1.5 & ICV) 
2.2.1.7 ⇒ either ic(a-b) = 1 or ic(a-c) = 1     (2.2.1.4 & 2.2.1.6) 
2.2.1.8 ⇒ the ic 1-value in the ic-vector of (a-b-c-d) = 3  (2.2.1.1 & 2.2.1.7) 
2.2.1.9 (a-b-c-d-p) is a superset of (a-b-c-d) 
2.2.1.10 ⇒ the ic 1-value in the ic-vector of (a-b-c-d-p) ≥ 3  (2.2.1.8 & 2.2.1.9) 
2.2.1.11 ⇒ (a-b-c-d-p) in a CIG-5    (2.2.1.10 & ICV) 
  QED 
   
Case 2.2.2: ic(b-c)  = 1 
 
2.2.2.1 ic(b-c)  = 1 and ic(c-d)  = 1 
2.2.2.2 (b-c-d) is an instance of [3-1] 
2.2.2.3 ⇒ the ic 1-value in the ic-vector of (b-c-d) = 2  (2.2.2.2 & ICV) 
2.2.2.4 ⇒ ic(b-d)  ≠ 1       (2.2.2.1)  
2.2.2.5 (a-b-c) is a CIG 
2.2.2.6 ⇒ note a ≠ note c     (2.2.2.5)  
2.2.2.7 ⇒ note a ≠ note b     (2.2.2.5)  
2.2.2.8 (a-b-c) & (b-c-d) are unique CIG’s     
2.2.2.9 ⇒ ic(a-b)  ≠ 1       (2.2.2.1, 2.2.2.6 & 2.2.2.8) 
2.2.2.10  (a-b-c-d) is a CIG-4 
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2.2.2.11 ⇒ note a ≠ note d     (2.2.2.11) 
2.2.2.12 ⇒ ic(a-c)  ≠ 1       (2.2.2.1, 2.2.2.7, 2.2.2.9 & 
2.2.2.11)  
      
   
Case 2.2.2.1: (a-b-c-d) is an instance of [4-1] 
 
2.2.2.1.1 (a-b-c-d) is an instance of [4-1] 
2.2.2.1.2 ⇒ the ic 1-value in the ic-vector of (a-b-c-d) = 3  (2.2.2.1.1 & ICV)  
2.2.2.1.3 (a-b-c-d-p) is a superset of (a-b-c-d) 
2.2.2.1.4 ⇒ the ic 1-value in the ic-vector of (a-b-c-d-p) ≥ 3   (2.2.2.1.2 & 2.2.2.1.3) 
2.2.2.1.5 ⇒ (a-b-c-d-p) in a CIG-5    (2.2.2.1.4 & ICV)   
 QED 
    
Case 2.2.2.2: (a-b-c-d) is no instance of [4-1] 
 
2.2.2.2.1 CIG (a-b-c-d) is no instance of [4-1] 
2.2.2.2.2 ⇒ the ic 1-value in the ic-vector of (a-b-c-d) = 2  (2.2.2.1.1 & ICV)  
2.2.2.2.3 (a-b-c-d-p) is a CIG-5 if ic 1-value in its ic-vector ≥3    (ICV) 
2.2.2.2.4 ⇒ (a-b-c-p) is only a CIG-5 if ic(a-p) = 1, or ic(b-p) = 1   (2.2.2.1.2 & 2.2.2.1.3) 
  QED 
 
 
 
Extension rule for CIG-n’s, for 5 ≤ n: 
 
If CIG-n (for 5 ≤ n) (z(n)-z(n-1)…z(2)-z(1)), consisting exclusively of unique CIG’s of all cardinalities 
between 3 and n, is extended by adding a note p that is the last note of unique CIG-3 (z(2)-z(1)-p), of 
CIG-4 (z(3)-z(2)-z(1)-p), and of CIG-5 (z(4)-z(3)-z(2)-z(1)-p), the resulting (n+1)-note group (z(n)-z(n-
1)…z(2)-z(1)-p) is always a CIG-(n+1) or a (n+1)-note CIG-n. 
 
 
Proof: 
 
1.0 (z(4)-z(3)-z(2)-z(1)-p) is a CIG-5 ⇒ for n ≤ 4, p ≠ z(n)  
 
2.0 if p = z(n) for some n > 4 ⇒ no new pitch class is added, and (z(n)-z(n-1)…z(2)-z(1)-p) is an 
(n+1)-note CIG-n  
 QED 
 
3.0 if p ≠ z(n) for all n > 4 ⇒ (z(n)-z(n-1)…z(2)-z(1)-p) is an (n+1)-note group. A distinction is made 
between ic(z(2)-z(1))  ≠ 1 (Case 1) and ic(z(2)-z(1))  = 1 (Case 2):  
 
 
Case 1: ic(z(2)-z(1))  ≠ 1 
 
1.1 ic(z(2)-z(1))  ≠ 1 
1.2 (z(2)-z(1)-p)  is a CIG-3 
1.3 ⇒The ic 1-value in the ic-vector of (z(2)-z(1)-p)  ≠ 0    (1.2 & ICV) 
1.4 ⇒ ic(z(2)-p)  = 1 or ic(z(1)-p)  = 1 (or both)      (1.1 & 1.3) 
1.5 (z(n)-z(n-1)…z(2)-z(1)) is a CIG-n 
1.6 ⇒ the ic 1-value in the ic-vector of (z(n)-z(n-1)…z(2)-z(1)) = n-1 or n-2             (1.5 & ICV) 
1.7 (z(n)-z(n-1)…z(2)-z(1)-p) is a superset of (z(n)-z(n-1)…z(2)-z(1)) 
1.8 ⇒ the ic 1-value in the ic-vector of (z(n)-z(n-1)…z(2)-z(1)) = n or n-1              (1.4, 1.6 & 1.7) 
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1.9 ⇒ (z(n)-z(n-1)…z(2)-z(1)) is a CIG-(n+1)                  (1.8 & ICV) 
 QED 
 
Case 2: ic(z(2)-z(1))  = 1 
 
 
Case 2.1: (z(3)-z(2)-z(1)) is no instance of set class [3-1] 
 
2.1.1 ic(z(2)-z(1))  = 1 
2.1.2 CIG-3 (z(3)-z(2)-z(1)) is no instance of set class [3-1] 
2.1.3 ⇒ the ic 1-value in the ic-vector of (z(3)-z(2)-z(1)) = 1            (2.1.2 & ICV) 
2.1.4 ⇒ ic(z(3)-z(2))  ≠ 1 and ic(z(3)-z(1))  ≠ 1                (2.1.1 & 2.1.3) 
2.1.5 (z(3)-z(2)-z(1)-p) is a CIG-4 
2.1.6 ⇒ the ic 1-value in the ic-vector of (z(3)-z(2)-z(1)-p) = 2 or 3            (2.1.5 & ICV) 
2.1.7 ⇒ ic(z(3)-p)  = 1, or ic(z(2)-p)  = 1, or ic(z(1)-p)  = 1              (2.1.1, 2.1.4 & 2.1.6) 
2.1.8 (z(n)-z(n-1)…z(2)-z(1)) is a CIG-n 
2.1.9 ⇒ the ic 1-value in the ic-vector of (z(n)-z(n-1)…z(2)-z(1)) = n-1 or n-2    (2.1.8 & ICV) 
2.1.10 (z(n)-z(n-1)…z(2)-z(1)-p) is a superset of (z(n)-z(n-1)-…-z(3)-z(2)-z(1))  
2.1.11 ⇒ the ic 1-value in the ic-vector of (z(n)-z(n-1)…z(2)-z(1)-p) = n or n-1    (2.1.7, 2.1.9 & 2.1.10) 
2.1.12 ⇒ (z(n)-z(n-1)…z(2)-z(1)-p) is a CIG-(n+1)                (2.1.11 & ICV) 
  QED 
   
 
Case 2.2: (z(3)-z(2)-z(1)) is an instance of set class [3-1] 
   
 
Case 2.2.1: ic(z(3)-z(1)) ≠ 1 
 
2.2.1.1 ic(z(3)-z(1)) ≠ 1 and ic(z(2)-z(1)) = 1    
2.2.1.2 GIG-3 (z(3)-z(2)-z(1)) is an instance of [3-1] 
2.2.1.3 ⇒ the ic 1-value in the ic-vector of (z(3)-z(2)-z(1)) = 2         (2.2.1.2 & ICV)  
2.2.1.4 ⇒ ic(z(3)-z(2)) = 1                (2.2.1.1 & 2.2.1.3) 
 
 
Case 2.2.1.1: (z(4)-z(3)-z(2)-z(1)) is no instance of [4-1] 
 
2.2.1.1.1 CIG-4 (z(4)-z(3)-z(2)-z(1)) is no instance of [4-1] 
2.2.1.1.2 ⇒ the ic 1-value in the ic-vector of (z(4)-z(3)-z(2)-z(1)) = 2  (2.2.1.1.1 & ICV)  
2.2.1.1.3 ic(z(3)-z(2)) = 1, ic(z(2)-z(1)) = 1, and ic(z(3)-z(1)) ≠ 1       
2.2.1.1.4 ⇒ ic(z(4)-z(3)) ≠ 1, ic(z(4)-z(2)) ≠ 1  and ic(z(4)-z(1)) ≠ 1  (2.2.1.1.2, & 2.2.1.1.3) 
2.2.1.1.5 (z(4)-z(3)-z(2)-z(1)-p) is a CIG-5 
2.2.1.1.6 ⇒ the ic 1-value in the ic-vector of (z(4)-z(3)-z(2)-z(1)-p) = 3 or 4      
        (2.2.1.1.5 & ICV)  
2.2.1.1.7 if ic(z(1)-p) = 1 ⇒ note p = note z(2) and then (z(2)-z(1)-p) is no CIG-3,  
  or (z(3)-z(2)-z(1)) = (z(2)-z(1)-p)    (2.2.1.2 & 2.2.1.1.3) 
2.2.1.1.8 ⇒ ic(z(1)-p) ≠ 1                       (2.2.1.1.7) 
2.2.1.1.9 ⇒ ic(z(4)-p) = 1, or ic(z(3)-p) = 1, or ic(z(2)-p) = 1 
              (2.2.1.1.3, 2.2.1.1.4, 2.2.1.1.6 & 2.2.1.1.8) 
2.2.2.1.10 (z(n)-z(n-1)…z(2)-z(1)) is a CIG-n 
2.2.2.1.11 ⇒ the ic 1-value in the ic-vector of (z(n)-z(n-1)…z(2)-z(1)) = n-1 or n-2 
                     (2.2.1.1.10 & ICV)  
2.2.2.1.12 (z(n)-z(n-1)…z(2)-z(1)-p) is a superset of (z(n)-z(n-1)…z(2)-z(1))  
2.2.2.1.13 ⇒ the ic 1-value in the ic-vector of (z(n)-z(n-1)…z(2)-z(1)-p) = n or n-1 
       (2.2.1.1.9, 2.2.1.1.11 & 2.2.1.1.12) 
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2.2.2.1.14 ⇒ (z(n)-z(n-1)…z(2)-z(1)-p) is a CIG-(n+1)        (2.2.1.1.13 & ICV) 
  QED 
 
Case 2.2.1.2: (z(4)-z(3)-z(2)-z(1)) is an instance of [4-1] 
 
2.2.1.2.1 (z(4)-z(3)-z(2)-z(1)) is an instance of [4-1] 
2.2.1.2.2 ⇒ the ic 1-value in the ic-vector of (z(4)-z(3)-z(2)-z(1)) = 3 (2.2.2.1.1 & ICV)  
2.2.1.2.3 ic(z(3)-z(2)) = 1 and ic(z(2)-z(1)) = 1  
2.2.1.2.4 if ic(z(4)-z(3)) = 1 ⇒ note z(4) = note z(2) and (z(4)-z(3)-z(2)) is no CIG-3,  
  or (z(4)-z(3)-z(2)) = (z(3)-z(2)-z(1))    (2.2.1.2.1 & 2.2.1.2.3) 
2.2.1.2.5 ⇒ ic(z(4)-z(3)) ≠ 1       (2.2.1.2.4) 
2.2.1.2.6 if ic(z(4)-z(2)) = 1 ⇒ note z(4) = note z(3) and (b-c-d) is no CIG-3, or note  
  z(4) = note z(1) and (z(4)-z(3)-z(2)-z(1)) is no CIG-4.   (2.2.1.2.1 & 2.2.1.2.3) 
2.2.1.2.7 ⇒ ic(z(4)-z(2)) ≠ 1       (2.2.1.2.6) 
2.2.2.2.8 ic(z(3)-z(1)) ≠ 1  
2.2.1.2.9 ⇒ ic(z(4)-z(2)) = 1   (2.2.1.2.2, 2.2.1.2.3, 2.2.1.2.5, 2.2.1.2.7 & 2.2.1.2.8) 
2.2.1.2.10  (z(5)-z(4)-z(3)) is a CIG-3  
2.2.1.2.11 ⇒ the ic 1-value in the ic-vector of (z(5)-z(4)-z(3)) ≠ 0  (2.2.1.2.10 & ICV) 
2.2.1.2.12 ⇒ ic(z(5)-z(4)) = 1 or ic(z(5)-z(3)) = 1   (2.2.2.1.5 & 2.2.1.2.11) 
2.2.1.2.13 (z(5)-z(4)-z(3)-z(2)-z(1)) is a superset of (z(4)-z(3)-z(2)-z(1))  
2.2.1.2.14 ⇒ the ic 1-value in the ic-vector of (z(5)-z(4)-z(3)-z(2)-z(1)) = 4   
        (2.2.1.2.2, 2.2.1.2.12 & 2.2.1.2.13) 
2.2.1.2.15 ⇒ (z(5)-z(4)-z(3)-z(2)-z(1)) in an instance of [5-1]     (2.2.1.2.14 & ICV) 
  go to 4.0 
 
 
Case 2.2.2: ic(z(3)-z(1)) = 1  
 
2.2.2.1 ic(z(3)-z(1)) = 1  
2.2.2.2 ic(z(2)-z(1)) = 1 
2.2.2.3 (z(3)-z(2)-z(1)) is an instance of set class [3-1] 
2.2.2.4 ⇒ the ic 1-value in the ic-vector of (z(3)-z(2)-z(1)) = 2  (2.2.2.13 & ICV) 
2.2.2.5 ⇒ ic(z(3)-z(2)) ≠ 1     (2.2.2.1, 2.2.2.2 & 2.2.2.4) 
2.2.2.6 (z(4)-z(3)-z(2)) is a CIG-3 
2.2.2.7 ⇒The ic 1-value in the ic-vector of (z(4)-z(3)-z(2))  ≠ 0   (2.2.2.6 & ICV) 
2.2.2.8  ⇒ ic(z(4)-z(3)) = 1 or ic(z(4)-z(2)) = 1     (2.2.2.5 & 2.2.2.7) 
2.2.2.9 ⇒ the ic 1-value in the ic-vector of (z(4)-z(3)-z(2)-z(1)) = 3  (2.2.2.1, 2.2.2.2 & 2.2.2.8) 
2.2.2.10 (z(4)-z(3)-z(2)-z(1)) is an instance of [4-1] 
 ⇒ ic(z(4)-z(1)) ≠ 1               (2.2.2.1, 2.2.2.2, 2.2.2.8 & 2.2.2.9) 
 
Case 2.2.2.1: ic(z(4)-z(3)) = 1  
 
2.2.2.1.1 ic(z(4)-z(3)) = 1  
2.2.2.1.2 ⇒ ic(z(4)-z(2)) ≠ 1    (2.2.2.1, 2.2.2.2, 2.2.2.9 & 2.2.2.1.1) 
2.2.2.1.3 if ic(z(5)-z(3)) = 1 ⇒ note z(5) = note z(4), or note z(5) = note z(1)  
  ⇒ (z(5)-z(4)-z(3)-z(2)-z(1)) is no CIG-5. (2.2.2.1, 2.2.2.2 & 2.2.2.1.1) 
2.2.2.1.4 ⇒ ic(z(5)-z(3)) ≠ 1         (2.2.2.1.3) 
2.2.2.1.5 (z(5)-z(4)-z(3)-z(2)) is CIG-4 
2.2.2.1.6 ⇒ the ic 1-value in the ic-vector of (z(5)-z(4)-z(3)-z(2)) = 2 or 3     
         (2.2.2.1.5 & ICV) 
2.2.2.1.7 ⇒ ic(z(5)-z(2)) = 1 or ic(z(5)-z(4)) = 1  (2.2.2.5, 2.2.2.1.1, 2.2.2.1.2, 2.2.2.1.4 & 2.2.2.1.6) 
2.2.2.1.8 (z(5)-z(4)-z(3)-z(2)-z(1)) is a superset of (z(4)-z(3)-z(2)-z(1))  
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2.2.2.1.9 ⇒ the ic 1-value in the ic-vector of (z(5)-z(4)-z(3)-z(2)-z(1)) = 4  
        (2.2.2.9, 2.2.2.1.7 & 2.2.2.1.8) 
2.2.2.1.10 ⇒ (z(5)-z(4)-z(3)-z(2)-z(1)) in an instance of [5-1] (2.2.2.1.9 & ICV) 
  go to 4.0 
 
 
Case 2.2.2.2: ic(z(4)-z(3)) ≠ 1  
 
2.2.2.2.1 ic(z(4)-z(3)) ≠ 1  
2.2.2.2.2 ⇒ ic(z(4)-z(2)) = 1     (2.2.2.1, 2.2.2.2, 2.2.2.9 & 2.2.2.2.1) 
2.2.2.2.3 (z(5)-z(4)-z(3)) is a CIG-3 
2.2.2.2.4 ⇒The ic 1-value in the ic-vector of (z(5)-z(4)-z(3))  ≠ 0  (2.2.2.2.4 & ICV) 
2.2.2.2.5 ic(z(5)-z(4)) = 1 or ic(z(5)-z(3)) = 1      (2.2.2.2.1 & 2.2.2.2.4) 
2.2.2.2.6 (z(5)-z(4)-z(3)-z(2)-z(1)) is a superset of (z(4)-z(3)-z(2)-z(1))  
2.2.2.2.7 ⇒ the ic 1-value in the ic-vector of (z(5)-z(4)-z(3)-z(2)) = 4 
         (2.2.2.9, 2.2.2.2.5 & 2.2.2.2.6) 
2.2.2.2 ⇒ (z(5)-z(4)-z(3)-z(2)-z(1)) in an instance of [5-1]   (2.2.2.2.7 & ICV) 
  go to 4.0 
 
   
4.0  for n = 4: if (z(4)-z(3)-z(2)-z(1)) is an instance of [4-1], if (z(3)-z(2)-z(1)) is an instance of [3-1], 
and if ic(z(2)-z(1)) = 1⇒ (z(5)-z(4)-z(3)-z(2)-z(1)) in an instance of 5-1 (Case 2.2.1.2 and Case 2.2.2) 
 
4.1 assume: (z(n)-z(n-1)…z(2)-z(1)) is an instance of set class [n-1] for 4 ≤ n, 
 and  (z(n-1)…z(2)-z(1)) is an instance of set class [(n-1)-1] for 3 ≤ n 
 and  (z(n-2)…-z(1)) is an instance of set class [(n-2)-1] for 2 ≤ n   
 
4.2 ⇒ the ic 1-value in the ic-vector of (z(n)-z(n-1)…z(2)-z(1)) = n-1      (4.1 & ICV) 
 
4.3 (z(n+1)-z(n)-z(n-1)) is a CIG-3 
 
4.4 ⇒ the ic 1-value in the ic-vector of (z(n+1)-z(n)-z(n-1)) ≠ 0      (4.3 & ICV) 
 
 
 Case 4.1: ic(z(n+1)-z(n)) = 1 
 
 4.1.1 ic(z(n+1)-z(n)) = 1 
 4.1.2 (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  is a superset of (z(n)-z(n-1)…z(2)-z(1))   
 4.1.3 ⇒ the ic 1-value in the ic-vector of (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  = n   (4.2 & 4.1.1) 
 4.1.4 ⇒ (z(n+1)-z(n)-z(n-1)…z(2)-z(1)) is an instance of set class [(n+1)-1]             (4.1.3 & ICV)
 QED 
 
 
 Case 4.2: ic(z(n+1)-z(n)) ≠ 1 
 
 4.2.1 ic(z(n+1)-z(n)) ≠ 1 
 4.2.2 ⇒ ic(z(n+1)-z(n-1)) = 1 or ic(z(n)-z(n-1)) = 1      (4.4 & 4.2.1) 
 
 
Case 4.2.1: ic(z(n+1)-z(n-1)) = 1 
 
4.2.1.1 ic(z(n+1)-z(n-1)) = 1 
4.2.1.2 (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  is a superset of (z(n)-z(n-1)…-z(2)-z(1))   
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4.2.1.3 ⇒ the ic 1-value in the ic-vector of (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  = n  
          (4.2 & 4.2.1.1) 
4.2.1.4 ⇒ (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  is an instance of set class [(n+1)-1]       
           (4.2.1.3 & ICV) 
  QED 
 
 
Case 4.2.2: ic(z(n+1)-z(n-1)) ≠ 1 
 
4.2.2.1 ic(z(n+1)-z(n-1)) ≠ 1  
4.2.2.2 ⇒ ic(z(n)-z(n-1)) = 1         (4.2.2 & 4.2.2.1)  
4.2.2.3 (z(n+1)-z(n)-z(n-1)-z(n-2)) is a CIG-4 
4.2.2.4 ⇒ the ic 1-value in the ic-vector of (z(n+1)-z(n)-z(n-1)-z(n-2))  = 2 or 3 
             (4.2.2.3 & ICV) 
4.2.2.5 if ic(z(n)-z(n-2))  = 1 ⇒ note z(n) = note z(n-1) and (z(n)-z(n-1)-z(n-2) is no CIG-3  
              (4.1 & 4.2.2.2) 
4.2.2.6 ⇒ ic(z(n)-z(n-2))  ≠1           (4.2.2.5) 
4.2.2.7 ⇒ ic(z(n+1)-z(n-2)) = 1 or ic(z(n-1)-z(n-2)) = 1   (4.2.1, 4.2.2.1, 4.2.2.4 & 4.2.2.6)
   
    
Case 4.2.2.1: ic(z(n+1)-z(n-2)) = 1 
 
4.2.2.1.1 ic(z(n+1)-z(n-2)) = 1 
4.2.2.1.2 (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  is a superset of (z(n)-z(n-1)…-z(2)-z(1))   
4.2.2.1.3 ⇒ the ic 1-value in the ic-vector of (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  = n  
         (4.2 & 4.2.2.1.1) 
4.2.2.1.4 ⇒ (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  is an instance of set class [(n+1)-1] 
         (4.2.2.1.3 & ICV) 
  QED  
  
 
Case 4.2.2.2: ic(z(n+1)-z(n-2)) ≠ 1 
    
4.2.2.2.1 ic(z(n+1)-z(n-2)) ≠ 1 
4.2.2.2.2 ⇒ ic(z(n-1)-z(n-2)) = 1     (4.2.2.7 & 4.2.2.2.1) 
4.2.2.2.3 if ic(z(n-2)-z(n-3)) = 1 ⇒ (z(n)-z(n-1)-z(n-2)) = (z(n-1)-z(n-2)-z(n-3)) 
          (4.2.2.2 & 4.2.2.2.2) 
4.2.2.2.4 ⇒ ic(z(n-2)-z(n-3)) ≠ 1       (4.2.2.2.3) 
4.2.2.2.5 (z(n-2)…-z(1)) is an instance of set class [(n-2)-1]  
4.2.2.2.6 ⇒ the ic 1-value in the ic-vector of (z(n-2)…-z(1))  = n-3  (4.2.2.2.5 & ICV) 
4.2.2.2.7 (z(n-1)…-z(1)) is a superset of (z(n-2)…-z(1))  
4.2.2.2.8 ⇒ ic(z(n-1)-z(n-3)) ≠ 1     (4.2.2.2.2, 4.2.2.2.6 & 4.2.2.2.7)  
4.2.2.2.8 (z(n-1)…z(2)-z(1)) is an instance of set class [(n-1)-1] 
4.2.2.2.9 ⇒ the ic 1-value in the ic-vector of (z(n-1)…z(2)-z(1))= n-2 (4.2.2.2.8 & ICV) 
4.2.2.2.10 ⇒ ic(z(n)-z(n-3)) ≠ 1       (4.2.2.2, 4.2.2.2.6 & 4.2.2.2.9)  
4.2.2.2.11 (z(n+1)-z(n)-z(n-1)-z(n-2)-z(n-3)) is a CIG-5 
4.2.2.2.12 ⇒ the ic 1-value in the ic-vector of (z(n+1)-z(n)-z(n-1)-z(n-2)-z(n-3))  = 3 
  or 4         (4.2.2.2.11 & ICV) 
4.2.2.2.13 ⇒ ic(z(n+1)-z(n-3)) = 1 
  (4.2.2.1, 4.2.2.2, 4.2.2.6, 4.2.2.2.1, 4.2.2.2.2, 4.2.2.2.4, 4.2.2.2.8, 4.2.2.2.10 & 4.2.2.2.12)  
4.2.2.2.14 (z(n)-z(n-1)…z(2)-z(1)) is an instance of set class [n-1] 
4.2.2.2.15 ⇒ the ic 1-value in the ic-vector of (z(n)-z(n-1)…z(2)-z(1))  = n-1  
         (4.2.2.2.14 & ICV) 
4.2.2.2.16 (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  is a superset of (z(n)-z(n-1)…-z(2)-z(1))   
4.2.2.2.17 ⇒ the ic 1-value in the ic-vector of (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  = n  
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        (4.2.2.2.13, 4.2.2.2.15 & 4.2.2.2.16)  
 
4.2.2.2.18 ⇒ (z(n+1)-z(n)-z(n-1)…z(2)-z(1))  is an instance of set class [(n+1)-1]         
           (4.2.2.2.13 & ICV) 
  QED  
 
 
 
4.5 ⇒ (z(n)-z(n-1)…z(2)-z(1)) is an instance of set class [n-1] for 4 ≤ n   
              (4.0, 4.1, 4.1.4, 4.2.1.4, 4.2.2.1.4 & 4.2.2.2.18) 
4.6 ⇒ the ic 1-value in the ic-vector of (z(n)-z(n-1)…z(2)-z(1)) = n-1     (4.5 & ICV) 
4.7 (z(n)-z(n-1)…z(2)-z(1)-p) is a superset of (z(n)-z(n-1)…z(2)-z(1))  
4.8 ⇒ the ic 1-value in the ic-vector of (z(n)-z(n-1)…z(2)-z(1)-p) ≥ n-1     (4.6 &4.7)  
4.9 ⇒ (z(n)-z(n-1)…z(2)-z(1)-p) is a CIG-(n+1)        (4.8 & ICV) 
 QED 
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Appendix 4  
Max/MSP patch for Random Tonal Music Generator 
 
(See Section 3.3.2) 
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Appendix 5  
Polytonal variations 
 
 
I composed three polytonal variations starting from the following four of Mark Delaere’s six criteria for 
polytonal writing (see Section 3.6 and Mark Delaere, ‘Autant de compositeurs, autant de polytonalités 
différentes’: Polytonality in French Music Theory and Composition of the 1920s), In Wörner, F., 
Scheideler, U., & Rupprecht, Ph. (eds.). Tonality 1900-1950: Concept and Practice, Franz Steiner Verlag, 
2012, p. 163): 
 
1. Use diatonic pitch material.  
2. Combined keys should be related as remotely as possible 
4. A polytonal composition preferably begins in one key, a second layer being added only 
later on.  
6. Contrasting textures, rhythms, registers and instruments help to perceive tonal polarity. 
 
The three variations consist of three parts performed by three instruments with contrasting tone colours: 
flute, gamba and piano (criterion 6). The three parts were composed independently, without any attention to 
the resulting harmonies. The scores are shown below. 
 
In the first variation each instrument plays a part based on a single diatonic 7-set (7-35) without 
modulations (criterion 1). The flute uses the set of C major, the gamba the set of E major and the piano the 
set of A flat major. These sets are all a major third (ic 4) apart in order to obtain the least possible common 
notes between the sets (criterion 2) . Furthermore, in the first variation the three parts start at different 
moments in time (criterion 4) and they are written with contrasting rhythms in contrasting metres, textures 
and ranges (criterion 6): the flute plays a slurred melody in long notes in 4/4 time in a relatively high 
register; the gamba plays a legato ostinato rhythm in 5/8 metre consisting mainly of quavers with one group 
of two semi-quavers in the low register; the piano plays a rhythmically irregular staccato part with no 
perceivable metre, with very short note lengths, and abundant grace notes, and unpredictable accents in its 
middle register. The registers of the three parts are rigorously kept apart: the flute always playing the 
highest and the gamba always playing the lowest notes. As a result the three parts can be easily 
distinguished by the listeners, and each part is perceived as highly tonal. 
 
In the second variation, the melodies and their distribution between the instruments is preserved, but the 
flute part is transposed an octave down and the piano part an octave up. This results in overlapping 
registers (all instruments play in the middle register of the piano), which weakens the effect of criterion 6. 
Indeed, the perception of three different tonalities in polytonal combination proofed to be harder than in 
Variation 1. 
 
The third variation is composed with exactly the same material as Variation 2, but in this case the material 
is distributed freely among the three instruments. This variation is no longer perceived as polytonal since it 
is no longer possible to distinguish between the three simultaneous ‘keys’ . Variation 3 is therefore 
perceived as highly atonal. Whereas it is justified to consider the three parts separately in the T-analysis of 
Variation 1 (and to a lesser extent Variation 2), in a T-analysis of Variation 3 the three parts should be 
analysed as a whole. 
 
In a performance for educated listeners in the context of Hans Roels’s experiment on hyper-polyphony, 
Variation 3 was additionally performed ‘without sharps and flats’ (all sharps and flats were ignored by the 
performers). This resulted in a piece that was perceived as (highly) tonal (or modal) by the listeners. This 
proves that any note combination based on all the pitch classes of a single diatonic 7-set yield a highly 
tonal result (see also the experiment with the random ‘tonal’ generator in Appendix 4). 
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Appendix 6 
Bending-into-place experiment 
 
On 22 February 2011, I performed an experiment at the Orpheus Research Centre in Music (ORCiM) in 
Ghent (Belgium) to confirm Clarence Barlow’s phenomenon of bending into place discussed in Chapter 4. 
The experiment was performed on the basis of the Max/MSP patch shown below. 
 
 
 
Max/MSP patch for the bending experiment. 
 
 
First, an interval in just intonation was sounded. The participants in the experiment listened to this interval. 
For instance, a major third (ic 4) of 386,31 cents was heard (see Example 4.11). Then an interval that was 
further away from the initial interval than the E.T. interval was sounded with the same lowest or highest 
note as the initial just interval. In the case of ic 4, an interval of 420 cents was sounded. This interval was 
then gradually reduced or increased towards the just interval. The participants were asked to indicate the 
moment when they thought the original just interval was reached again. All the participants in the 
experiment identified the ‘just intonation intervals’ already before the E.T. interval (of 400 cents in the case 
of ic 4) was reached. This proves that the 5 cent JND limit is ‘careful’ and that the participants bend the 
interval into place. 
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Appendix 7  
List of compositions by Bart Vanhecke 
 
 
“Camera obscura”  (EMS Synthi A. tape. 1989. 15’20’’) 
 
“Serenade”  (for 2 piccolos, harp and percussion. 1991. ca.6’) 
 
“Epitafium”  (for alto flute and guitar. 1991. ca.20’) 
 
“Monodie”  (for piano. 1992 (2° version 1995). ca.10’) 
 
“Ombra della sera” (for oboe and piano. 1992. ca.10’) 
 
“Twee liederen”  (for soprano and 5 instruments (fl., cl., horn, celesta, guit.). 1993. ca.3’) 
 
“Quand la lune meurt” (for bass clarinet and ensemble (14 instruments). 1993. ca.20’) 
 
“Chaque fleur a une voix” (for bass flute, percussion and live electronics. 1994. ca.22’) 
 
“Kwintet”   (for woodwinds (alto fl., eng. h., c.b.cl., horn, d. bssn.). 1994. ca.17’) 
 
“Tout près de l’eau” (for mezzo-soprano and alto flute. 1995. ca.5’) 
 
“La couleur du  vent” (for flute. 1996. ca.5’) 
 
“Dans les plis des nuages” (for 2 violins and small ensemble (6 instruments). 1996. ca.12’) 
 
“Les racines du monde” (for piano. 1998. ca.8’) 
 
“Es träumte mir...”  (for 6-part male choir. 1998. ca.1’30’’) 
 
“Close my willing eyes” (for 3 sopranos and ensemble (9 instruments). 1999. ca.18’) 
 
“Etoiles peintes”  (string trio. 2000. ca. 9’) 
 
“Les fleurs pâles du clair de lune”   (for ensemble (12 instruments). 1994 / 2001. ca.10’) 
 
“Des cercles sur les eaux”    (for harp, ensemble (8 instruments) and live electronics. 2002. ca.15’) 
 
“Icarus”   (mini opera for six voices and flute. 2004. ca.15’) 
    commissioned by Muziektheatercollectief Walpurgis 
 
“Dans l’eau du songe” (for bass clarinet, cello and piano. 2005. ca.13’) 
    commissioned by Het Collectief 
 
“La hora de la luz”  (for countertenor, ensemble (7 instr.) and live electronics. 2005. ca.20’) 
    commissioned by the Spectra Ensemble 
 
 “Comme un flocon de neige” (for flute and ensemble (8 instruments). 2007. ca.12’) 
     commissioned by the Ictus Ensemble 
 
“Trinity songs”  (for soprano, clarinet and live electronics. 2007. ca.20’) 
    commissioned by Muziektheatercollectief Walpurgis 
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“Que l’aube apporte la lumière”   (piano quintet. complete version  2008 (1° version: 2006). ca.20’) 
               commissioned by the Danel string quartet  
 
 “Après la pluie”  (for piano and live electronics. 2008. ca. 12’.) 
 
“Le sourire infini des ondes” (for ensemble (9 instruments). 2009.ca14’) 
     commissioned by the Spectra Ensemble 
 
“Danse de la terre”  (for orchestra (3,3,3,3/6,3,2,1/5perc,pno/9,9,9,9,9). 2010. ca.12’) 
    commissioned by “Festival van Vlaanderen” (Flanders Festival) 
 
“Un souffle de l’air que respirait le passé” (piano quartet. 2011. ca.15’) 
 
“Danse du feu”  (for large orchestra (4,4,4,4/4,4,3,1/6 perc,pno,hrp/16,14,12,10,8). 2012. ca.13’)  
 
“A l’image du monde… originel”  (for piano. 2012. ca.6’) 
 
“A l’image du monde… double”  (for piano. 2013. ca.6’) 
 
“Danse de l’eau et de l’air” (for orchestra (4,3,4,3/4,3,3,1/4perc, pno(&cel),hrp/12,12,10,8,6). 2014. ca.12’)  
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